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ABSTRACT -

Leslie Miedler formulates the genre of the northern
novel for the fiction of the United States, and his ideas of
north are basically satisfactory for a consideration of the
northern novel in Canadian fiction. Canaga is,
geographically, a more northern country than the United
States, however, and the physical and psychological
influences of the north upon man are more intense in Canada.
The northern experience in Canada requires special
consideration from a Canadian point of view.

In Chapter Cne, I bring together the ideas of north
proposed by ¥#iedler, W. L. Morton, frederick Philip Grove,
and certain members of the Group of Seven in an attempt to
aefine "north" in Canadz as a "way of thought" as well as a
place. Out of the discussions of these selected critics
emerze both a composite "idea of north", and a broad
definition of the northern novel in Canada. The northern
novel gseems Lo possess, fairly consistently, the following
qualities of the northern experience: a hostile natural
environment, threatening man physically with death or
psychologically with fear and repression, or both, a sense
of the cyclical rhythm of existence--through both the

seasons and the reluationship between the city and the
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wilderness——and a response to the Qildernesses through either
stoic endurance or warm affirmation-of the human community.
Only those who strive, through love and selfless action,
towards this latter, unitive sense of community achieve
Justification for their pain and their struggles.

Chapter Two involves the application of this theory
of the norithorn novel tb Pfiction seb in a Gomesvic sceie.
Central characters may be apparent, but the community and
the Tamily are the human forces engaged in the struggles
with the hostile environment and, sometimes, within the
social group itself. Since ‘the novels are domestic, they
understandably conclude with some affirmation of the
community.

in Chapter Three, 1 apply the theory of the
northern novel to fiction concerned with the individual's
struggle with the north. This chapter, more particularly
than Chapter Two, reveals the pain of living alone in the

north, and emphasizes the necessity of outgoing love and

[ny

T
selflessness for survival..
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Since I cite extensively the novels under discussion,
only the first reference to each novel has been noted fully
in The collection of references on pp. 158-165. HFurther
references to the novels have been placed within parentheses,
uzing the page number apd the appropriate abhrevintion, and

inserted into the text. The following abbreviations for the

novels are used:

AMMH As For Me and My Houge
EMS Fach Man's Son

DH . The Double Hook

Well The well

i) ~ Pruits of the Earth
SH Settlers of the Marsh
WG Wild Geese

VH : The Viking Heart

WNWH Where Nests the Water Hen
YL The Yoke of Life

HM ' ' The Bidden Mountain
Cash The Cashiern

MC " Music at the Close
WsW ' Who Hags Seen the ind
oPT Over Prairie Trails
WH white Marcissus
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CHAPTER ONE



Canada is a country usually defined by its northern
environment: it is praised in its anthem as "the true north
strong and free";q the Group of Seven, seeking the spirit
of their land, believed that the path to Canada's unique
identity lay through direct experience of its northern
wilderness;a an eminent historian, affter tracing the
beginning of Canadian history to the arrival of the Vikings,
gimilarly assigned Canada “a distinct, a unique, a northern
destiny",ﬂ5 North clearly connotes not only a physical
reality~-prairies, forests, lakes and mountains--but algo a
pervasive consciousness, "a state of mind . . . The space you
inhabit wot just with your body but with your head“g4 The
physical north informs the spiritual north, notably, and
herein lies the significance of the physiography in the
fiction under congideration in this thesis. The northern
novel is an apt name, consequently, for the class of
Canadian fiétioﬁrwhidh atfempts té aiscdvér the spirit of
this country's northland. Although a citizen of the United
States, Leslie Fiedler, coined the phrase to describe
certain features of his own nation's 1iterature,5 the
gualities which he associatés with that genre provide, in
fact, an adequate beginning for the definition of the

northern novel in Canadian fictione.



Fiedler equates north in his eipoéition with
barrenness, cold and loneliness: the landscape is "'stern
and rockbound'"6 and physically hostile to the intrusive
settlements of man. The essential fact of Canadian
geography is, indeed, the awesome natural wilderness,
manifested most impressiﬁely in the rugged Canadian Shield.
Dominating nearly half of Canada's area with its stark
granite formations, the Shield significantly composes
Canada's heartland, "one of earth's most ancient
wildernesses, and one of nature's grimmest challenges to man
and all his workso"7 Add to this single range the
inoumerable lakes, the expansive prairies, the deep forests
and the imposing Rocky Mountains, and the omnipresence, and
often the omnipotence of the wilderness in Canadian
literature is justified,A |

The scene, as Fiedler constructs it, "is domestic, an
isolated household set in a hostile environmente"s Whereas
the specific adjective "domestic" limits the northern novel
in Canada 0o Strictly,9 Fiedler is accurate in his emphasisg
of the struggle inherent in this genre. HMan must constantly
endure the trials which nature poses for him, and completbe
escape is not possible for the settler who strives to make a
life in the north. Moments of triumph do occur--Fiedler's
definition seems to lack all hope--~but these victories come
seldom and relieve the burden for only a brief time.

.
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whether physical, psychological or imaginative, against the
perils of the northern environment. For exémple, Sigurd
Olson and his latter~day voyageurs relived the early years of
Canadian history by travelling the dangerous routes followed
by the fur traders in I\ﬁ::m:i_toba;,]O the Group of Seven needed
the north, "the sense of remotenessAand stern resistance to
the encroachment of man"?qq to liberate their artistic
impulses. Whatever the confrontation sought, the involvement
with the north brings about an insight into Canada's identity.
The motivation is not masochism, but nationalism.

Fiedler sees only hardship in the American struggle
with the north, and he denies both victory and nobility for
his protagonists. This iimitation is significant in
Fiedler's concept of the north, because it is solely "the

3 . < 3 ’)
confrontation with the alien lanascape"qg

which defines the
northern novel in the United States. This clash between man
and nature creates, in turn, "a milieuw appropriate to the
ausbterities and deprivations of'Puritanism;“qé Struggle
between man and nature necessitates, according to Fiedler,
further conflicts between men and within each man. Fiedler's
northern wilderness includes madness, broken marriages and
guilt-ridden consciences, as well as settlers fighting
starvation, geography and weather. Rather than pursuing

this disgcussion of the relationship between physical.and non--
physical conflicts, Fiedler links, instead, the coldness of

setting and theme to the style of the northern novel: "In
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the field of the novel, the Northern is represented, in
general, by books easier to respect than to relish, since
there is not much savor in them, books which could eagily

I .
be thought of as belles lettresm"q' Critics such as Claude

Bissell have echoed this distaste with the style of
Canadian literature in general:

the inflated style Lavoulcd by nineteenth

century novelists has largely disappeared,

but it has given way to conscientious

flatness and a humdrum realism which are

often Jjust as unattractive. There are

shining exceptions each year, but the

characteristic is so general that it can

be made ,ge key to an analysis of our

fiction. -
Bissell's criticism may be dated~~he made it in 1954==but
it etill contains a measure of accuracy. Canadian fiction,
the northern novel particularly, is seldom sensational, and
generally centres upon the problems facing the average man,
a plot pattern which Lionel Stevenson termed "a whimsical,
sympathetic portrayal of naive characters in everyday

- o y e " '6’ e 1 xI. Y 17 = 0 T - -,
~<=;umf‘c>und:mg—;se“,i That the northern novel in Canada appears
ordinary and predictable at first glance is an unfair final
Judg uent however, for it is precisely the commouness of the
novels which permits Canadian readers to understand more
fully their involvement in the northern experience in this
country.
The struggle for meaning, however, whether manifested

in vhe search for a god, the compelling desire to express

artistically man's deepest feelings, or simply the will to
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survive in a hostile natural wilderness, 1s not a struggle
peculiarly Canadian. Writers of all nations decry the human
condition, but Canadians seem unique in their emphagis of

the incessant struggle against the elements. Even when the
physical environment merely compoées the background for a
novel, it still exerts, as Fiedler has suggested, a strong
influence upon the ps&chological stability of the characters.
Survival becomes both a physical and a psychological struggle

17

in Canada, as Margaret Atwood has ably illustrated.
L
j Northrop Frye illuminates the special significance of physical
!
} survival in his description of Canada as
! a country in which nature makes a direct
i impression of its primeval lawlessness and
moral nihilism, its indifference to the
supreme value placed on life within human
! socliety, its faceless, mindless
unconsciousness, which fosters life without
! benevolence and destroys it without malice.

18
It is the northern environment particularly which initially
sensitiges Canadians to tTheir human condition, and which

¢ necessitates the struggle for meaniag and self-Justification.

i

-~

Fiedlexr's idea of the north as a fearful wilderness
is but the initial step toward ar understanding of the
northern novel in Canadian fiction, however, and his concept
of the cold, impersonal environment only becomes fully
meaningful when merged with other statements on the north.
One of the most illuminating statements on northern
existence is W. L. Morton's emphasis ¢f the fundamental

rhythm of ebb and flow which seems to characterize the



northern life in Canada. '~ As part of the impact of the
wilderness in the determination of theme and character
development in the northern novel, it is the seasonal cycle
which becomes a dominant force in the rhythm of man's
existence:

Canadian life to this day is marked by a

northern quality, the strong seasonal rhythm

which still governs academic sessions; the

wilderness venture now sublimated for most

of us to the summer holiday or the autumn

shooty; the greatest of Jjoys, the return home

from the lonely savagery of the wilderness

to the peace of the home; the puritanical

restraint which marks the psychological

tensions set up by the contrasg of wilderness

roughness and home discipline. 9
Morton opens three significant avenues of discussion with
this comment. He makes-a peculiar sensitivity to the
seasons a necessary part of the northern experience. This
sympathy involves not only the farmers' practical dependence
upon weather for the successful harvest of subsistence
crops—-in other words, reliance upon the seasons for bodily
health itself--but also a vivid comprehension of the
interrelationship between life and death which is archetypally
symbolized by the seasonal cycle. The rhythm of the seasons
emphasizes, consequently, both percepbion of the cycle's
irrevocable conclusion in death, and a promise for a renewed
beginning of life, vitality and meaning.

In addition to his emphasis of the cyclical nature

of existence by the movement of the seasons, Morton suggests

that the active movement between the city and the wilderness
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also reflects the fundamental rhythm of ebb and flow. No
standard criteria of division exist in the northern novel,
however, between the city and the wildermess; writers agree
that some contrastive separation is necessary, bult the
symbolic functions of the two states of life may vary
considerably. Morton hints, on the one hand, that "home",

a subséction of hig city state, is the place of warmth and
order which opposes the wild impersonalilty of random nature;
the wilderness containg danger, and the home, however timid
and meager, offers safety.

The majority of observers under consideration in
this thesis, however, speak pejoratively of the urban effect
on the northern environment and consciousness. The Group of
Seven, according to one commentator, sought "the vastness and
spiritual self-realization of nature . . . in implied
contrast with the littleness and self-frustration of

. e . 0
01v1llzatlone"2

Olson, similarly, makes a vivid distinction
between the sparkling freshness and clarity of the sun's
reflection on northern lakes and rivers, and the somewhat
cheap urban equivalent of the shining metallic roofs of a

uranium mine@21

Frederick Philip Grove, finally, a
particularly fierce supporter of the division between the
city eand the wilderness, advocates a new primitivism in his
observation of the essential insight and nobility of people
"in the poverty-~stricken pioneer districts rather than in

22

the well-gettled and prosperous districts.” Settlement



and urbanization imply, for these three observers,
corruption and constriction of man's purity and imagination.

The movement from the natural landscape to the urban
setting, whether a liberation or an imprisonment, always
involves a drastic change in the consciousness of the
traveller. Morton notes the significance of this
transformation in his designation of the almost schizophrenic
quality of the Canadian psychef5 He points, particularly,
to the ensuing repression of natural, human desires, an
unhealthy state of tense "puritanical resbtraint" reminiscent
of the psychological wilderness already described by Leslie
Fiedlexr.

In such an oppressive atmosphere of comstant change
and resultant psychological insecurity, the Canadian must
struggle incessantly to retain his identity. According to
Morton, man cannot wholly achieve victory in this fight.
Canadians must reconcile themselves to constant failure if
they remain in a physical environment openly hostile to
settlers:

Canadian experience bveaches two clear lessons.

One is that the only real victories avethe Victories over
defeat. We have been beaten meany times,

defeat has been our national portion in

America, but we survive and we go on in

strength. And our e‘perience teaches also

that what is AmpOernt is not to have

triumphed, but to have endured.

This igs Morton's "psychology of endurance and
25

survival', one of the meaningful ways in which protagonists

may confront the wildermesses of the Canadian porth. It is
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not an easy path to follow, and requires great courage; the
heroes inhabiting Morton's north would triumph in relatively
small ways. Morton's northern hero would not, like Beowulf,
become his nation's saviour; his nobility would come simply
from his insistent courage in seeking a life in a land which
constantly threatens his concept of self:

You don't get out of the wind, but learn to
lean and squint against it.. You don't
escape sky and sun, but wear them in your
eyeballs and on your back. You becone
acutely aware of yourself. The world is
very large, the sky even larger? and you are
very small. But alsc the world is flat,
empty, nearly abstract, and in its flatness
you are a challenging upright thing, as

sudden as an exc]amatlon mark, as enigmatic
as a question marke -

he most satisfying accompllghment which Morton's hero can
(i;pect is "a kind of rigid calm",27 a noble but rather
strained life of stolc resignation. The hero makes this
response to the hostile environmeht by simply living his
life ag it comes to him. He seeks neither escape nor the

warming love of others to dissipate the coldness of his

white~-lipped endurance. His heroism lies in his courage to

f continue the struggle which enthralls him.

e

i~/ Frederick Philip Grove initially enpha51zes, in 11ke
manner, that man is a Promethean figure doomed to pain and
failure. Man cannot achieve total victory and must accept
that his Jjoy only arises from his struggle with awesome
physical and psychological wildernesses: for example, "The

tragic quality of Moses's fate . . . lies in the fact that

\
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he accepted that fate of his; that he was reconciled to it;

that he rested content with having borne the banner thus far;

28

otherg would carry it beyond". The significant quality of

Grove's tragic hero is his indomitable will, his persistence
against impossible odds:

To have greatly tried and to have failed;
to have greatly wished and to be deniled;
to have greatly longed for purity snd to
be sullied; to have greatly -craved for
life and to receive death; all that is
the common lot of greatness upon earth.

29

The tragic hero of Grove's literary. theory must fail in
whatever endeavour he undertakes; as a human being, he seens
bound irrevocably by his human condition.

The disparity which Grove sees between man's desire
and its infrequent satisfaction manifests itgelf further in
the aesthetie philosophy proclaimed by Lawren Harris:

The pain in any creative venture in the arts
occurs in the wide gap between whalt we feel
and see and its realization in an actual work
of art. But our aspiration and vision have
to be away ahead of our performance. And
yet, no matter how many times we fail to
bring our performance within hailing distance
of our vision, we must never give up. The
real basis and urge of the arts is divine
discontent.
Harris sees the creative act as unibive in its attempted
reparation of the imaginftive divergence which plagues man's

whole being. In his famous Above Lake Superior he

admittedly sought to lead others into a meaningful communion
with "the divine forces in nature”,51 a mystical experience

inspired, significantly, by the northern spirit caught
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momentarily in the painting. The.Group of Seven as a whole,
in fact, felt the north to be an effective medium in which
sensitivities were heightened toward an ultimate goal of
communal, as well as individual understanding.

Grove echoes Harris's thimism for the northern
experience in his adaptation of hig theory of tragedy to the
Canadian scene. The harsh northern environment, which
generated fear and repression in the heroes of Fiedler and
Morton, becomes the motivating force exciting warmth and
hope in Grove's Canadian characters:

I was searching for an environment which would
help me to express that individual, tragic
reaction to life, the world, the universe=--to
"God=<-which I felt to be alive within me. I
sought it in vain in the United States . - -«
What kept me in Canada, and more especially in
the Canadian West was the fact that 1 found
here more clearly than elsewhere the germs of
such a new or distinctive shade in the
generally tragic reaction of human souls to the
fundamental conditions of man's life on earth.

e L3 & © @ . L L3 o L & (4 L3 L] o o e e o [ L o L e ® L] o G L4 2

In their [the Canadiansﬂ eyes o o o I have seen
a thing which I have never seen in the eyes of
a European peasant. I don't know what it is:
a new hopefulness perhaps. I don't know
whence it comes; but it is bred by something
peculiar to Canada; whether as some have
asserted, it is the wider spaceg of our
plains, the greater height of our mountains,
or the vaster extent_of our indented
shorelines, or what.’2

Grove's hopefulness is not a naive expectation of paradisical
good fortune, but a knowledge, on the other hand, of the
power of people united against a hostile environment. )
Grove's idea of north necessitates this banding together of

settlers Lo ensure survival., Within the context of this
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"vigorously human respons’e”55 to the threatening natural
wilderness, Grove's hero in Canada ultimately becomes
"communal, integrationist, even collective"g54 rather than
solitary and quietly énduring. Only through creative acts
guch as love, the conception of a child and the expression
of human truths in art--all of which involve a sincere giving
of the self to another-~can Grove's northern hero truly
exist in the Canadian wilderness. As the northern hero-
artist, particularly, he must believe that "Art is for man's
gsake . . « Man, the artist, creates for himself ag a living
part of mankind”a55 Art is unitive in its widening of the
artist's and the audience's underétanding; art brings people
together imaginatively, and for northern artists, such as
Lawren Harris, the spirit of the north is the compelling
force urging this community; »

This concept of the north as an inspiration toward
unity for both the community and the individual is the second
vitally important response to the physicél and psyéhblogical
wildernesses which always set the scene for the northern
novel in Canada. Without this particularly hostile setting
the novel is not truly northern. The warmth and feeling
between human beings, whether placed in opposition to an
apparently alien landscape or Grawn from that environment
through the deeper sensitivities of the artist or child, are
ultimatély contingent upon the physical wilderness. While

less atbtractive and more painful, the quietly suffering pose
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of those who choose to stand and fight the gnyielding
wilderness is equally noble: for these, however, life is
circumscribed by defeat and proceeds by compromises only.56
For both struggles, the natural and psychological
environments initially remain desolgte and fearful. ©Such a
begimning is necessary for the novel to be both northern and
Canadian. The irrevocable rhythm of the seasons, intensified
by the analogous relationship‘betﬁeen the city and the
wilderness, can reflect either the deadening repetition of
an existence imprisoned in body and spirit, or on the other
hand, the possibility of liberation and rebirth at the point
of the cycle's renewal.

The struggle wiﬁh the hostile forces of the north
becomes the siguificant spark of life and humanity which
redeems the bleakness of the wildernesses of the northern
novel. Heroes may struggle alone»or as part of a community
or family, and the struggle itself may ﬁe admirable, but it
ig important to note that the ultimate value of the hero's
efforts is contingent upon the selflessness of his actions.
If the community benefits»directly from his struggles, his
pain achieves Jjustification through its funrther creation of
hopefulness and unity. If no vitality arises directly and
purposefully from his guest, the ultimate value of his
achievements must be questioned.

To facilitate the discussion of the applicability of
this theory of the northern novel to particular works of

Canadian fiction, selected northern novels have been
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divided into two classes: those particularly involved with a
domestic scene and its conflicts, and those which emphasize
the singular struggles of the individual. The former
domestic Type is concerned with the problems of a community,
usually a particular family; the-struggles involve not only
disputes within the group structure, but also clashes
between members of the group snd the external environment.
The latter type of northern novel which concerns the
individual finds significant expression in novels relating
the development of the artist and maturation of a child's
understanding and imagination. ZEach figure undertakes a
guest for meaning in the north through his own psychological
or imaginative levels of existence.

While man's struggles for self=justification are not
unigue to Canada, the ominous presence of the rugged
wilderness distinguishes the northern novel in Canada from
other national literatures concerned with the human condition.
In-Canada, man contends ultimately with nature; if this
conflict is not the central concern of the northern novel,
nature lurks at least in the background, discouraging
physical escape and daring man to throw off his fear and
bravely assert his selfhood. It is precisely the hostility
of the physical environment, furthermore, which gives this
genre its northern quality.

The ideés of north proposed by Fiedler, Morton and
Grove, all depend upon the presence of a cold, awesome

wilderness; the northern novels under consideration in this



.15
thesis are set, for the most purt, in the prairies, the
northern lake regions of the western provinces, or the

Canadian Shield in Quebec--all rugged landscapes. White

Narcisgssus and Each Man's Son, novels set in rural Ontario
and Cape Breton resbectively, poésess some qualities of the
northern novel, but lack the emphasis upon the wilderness
which distinguishes this particular Canadiaa genre of the
north. They are no less interesting without this stress,
simply not as wholly northern as the other novels under
discussion.

Confronted not only with the rigorous physical and
psychological trials created by the varieties of Canadian
wilderness, but also with the threat to a distinct life
initiated from the south by the United States, Canadians
can only be accurately defined'through their struggle.
Since Canada's cold northern environment initially
necegsitated confrontation for the sake of survival, it is
this wilderness which lies at the roots of the uniquely
Canadian experience. The ilmportance of the northern novel
as an expression of this basic quality of the Canadian way

of life cannot be overestimated.



CHAPTER TWO



The settler who ventures into the Canadian
wilderness must endure the silence of the northern land if

he intends to remain. Sigurd Olson's Lonely Land is not

only the Churchill River district of Manitoba, but also the
entire Canadian wildermess north of the thickly pOpulatéd
regions of southern Ontario and Quebec. One way to combat
the loneliness is to establish a community; a family or a
settlement, however small the numbers involved, usually
agserts a warmth and comfort for the members of the group
which effectively resist the physical and psychological
effecte of the wilderness. The domestic type of northern
novel under consideration in this chapber emphasizes the
struggles set in a northern community or family.

The nine novels under discussion in this chapter all
focus upon a family or a community, but they differ slightly
in their treatments of the groupts Strugglés against the
elements and within its own bounds. The first three novels,

Ag For Me and My House, EKach Man's Son, and The Double Hook,

come to ambivalent conclusions: amid the devastating
physical and psychological wildernesses, the resolutions
achieved by the characters seem ironic and almost too good
to be true. The second group of novels, consisting of The

Well, Fruits of the Earth, and Settlers of the Marsh, come

16
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to conclusions which are less abrupt and more certain than -
those of the first group. The central characters in the
second group exemplify at random moments a tenderness and
love which often fall prey to more selfish ambitions; within
the context of such scattered acts of goodness and
sensitivity, Chris, Abe and Niels seem to achieve a more
stable place in the community at the end of their stories
than do the Bentleys, Daniel Ainsiie and James Potter. The

last three domestic novels of the north, Wild Geese, The

Viking Heart, and the first two parts of Where Nests the

y§§§£;§§39 contain basically optimistic visions of life: the
characters advocating the warmth of love or community life
consistently exude vitality~~or at least, as often as any
men could be expected to have hope in the cold and awesome

wildernesses of the norths.

The domestic nmovels of the firet group, As For Me

and My House, Hach Man's Son, and The Double Hook, come to

reasonably optinistic resdlutions, but even such a
concession grants them too much certainty. The Bentleys!
problem cannot be solved completely through a change of
scenery, and no amount of careful staging by Maclennan can
invalidate the apparent incongruity of Ainslie's gelfw-
centredness and his desire to be Alan's father. Watson,
similarly, circumscribes James Potter's liberation with the

ominous cxy of the omnipotent, impersonal Coyote. All three
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novels achieve, at the same time, an accurate, all too real
expregsion of man in his uncertain human situation. The
ambivalence of the conclusions, the caution of the optimism
achieved, expresses effectively the element of chance which
seems to limit the power of man's Jjudgments in an existence
bordered by time and space.

The wilderness ol As For Me and liy Ilouse, the

western prairie, vividly emphasigzes the lonelinegs of life
in that region and the need for warm human relationships.
The awesome expansiveness of the land threatens man's
security by ils mere existence, and this effect gathers
intensity with the coming of the dark prairie night and the
rising of the penetrating, inmpersonal wind:
Iv's an immense night out there, wheeling

and windy. The lights on the street and in

the houses are helpless agasinst the black

wetness, little unilluminating glints that

might be painted on it. The town seems

huddled together, cowering on a high, tiny

perch, afrald to move lest it topple inte

the wind . . .Above, in the high cold night,

the wind goes swinging past, indifferent,

liplessly mournful. It frightens me, makes

me feel lost, dropped gn this little perch

of town and abandoned.
Ross captures most effectively in this brief passage the
very real threat of the prairie's vastness upon the
consciousness of a human being. Man eventually comes to
see nature not Just as an impersonal force ruled by chance,
but as an actively malevolent spirit, "the terror . . . that
was lurking there still among the skulls" (AMMH, 95). Such

belief is not groundless parancis, but Jjustifiable fear
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arising from confrontation with an alien landscape. Man, it
seems, is truly lost in this wide prairie. |

The prairie created by Sinclair Ross, for all its
inherent peril, also reflects the darkness of the struggles
which occur before it. The setting appears "like a quivering
backdrop, before which was to be enécted some grim primeval
tragedy" (AMMH, 59). and the Bentleys are, indeed, engaged
in an ancient struggle. Ross places his protagonists in a
state of limb092 the town of Horizon, "at once nowhere and
everywhere”s5 In such a place, they must fight not only an
external barrenness, but also an internal coldness. They
struggle for Jjustification, for a semblance of meaning, in a
life littered with self%deceptionq frustration, and a
digintegrating marriage.

The breakdown in human relationships constitutes, in
fact, the essential wilderness which grips the characters in

Ags For Me and My House. The inhabitants of a Main Street

town like Horizon suffer in two significant ways: meddleosome
old women, exemplified by Miss Twill and Mrs. Finley,
naively mark their days with malicious gossip and petty
endeavours at sophistication. Their isolation amid the
prairie and their daily confrontation with the same people
on their one street necessitate their turning to each other,
for better or worse, to achileve some sense of self-esteeme==
however false it may be. For people with & sense of
objectivity, such attempts at meaningful communication

clearly divide rather than unite, and only intensify the
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social manifestation of the natural impersonality which
surrounds Horizon. The Joe Lawsons of the community, the
brave farmers who struggle for survival against nature
rather than against the social wilderness of the town, are
the sensitive men who deeply feel the pain of their lonely
predicament; they sit with "faces pinched and stiffened
with anxiety . « . in tense, bolt upright rows" (AMME, 37),
constantly at war with a more_forﬁidable foe than Horizon's
ladies could ever imagine. The elements pound these settlers
dry and brittle like wheat, yet they retain the vitality
to defy the wildernmess with their assertive posture; they
achieve a measure of Justification by refusing to subnit
wholly. |

The Bentleys, the central figures of Ross's novel,
are more complex than their neighbours in Horizon, but the
conflicts which they find in their livés possess a barren
coldness much like the town and the prairie. Mrs. Bentley,
for example, feels an encompassing dread of life itself;
she must struggle sinply to start the day. ©She has
intermalized the darkness.of the wilderness in her pathetic
dissatisfaction. Like the Horizons in which she has lived,
Mrs. Pentley feels "a queer, helpless sense of being lost
miles out in the middle .of it, flattened against a little
peak of rock" (AMMH, 35). The dark and lonely wilderness
not only threatens her physically on her many walks on the
prairie (AMMH, 59), but also encompasses her psychologically

in her silent, strained relationship with rhilip. The style
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in which she writes her diary even reflects the pain of her
struggles against such wildernesses. Rather than giving her
therapy, an outlet, perhaps, for her feelings, the diary may
have given her more torture. Permeated with the dust of the
prairie and the coldness of the human relsationships in thatb
environment, the diary possesses a dryness and tension

which actually makes it a struggle 10 read. The suffering
and arduousness of the confrontation with the north achieves
no better expression than in the painful style with which
Sinclair Ross has Mrs. Bentley compose her diary.

Philip Bentley's psychological conflicts also
exemplify the darkness and torture of the physical struggle
with the impersonal prairie wilderness. Trapped not only
within his hypocrisy, "what he is and what he really was®
(AMMH, 4), but also within a past which has stultified his
spirit, Philip is unable to achieve freedom of thought and
action. He could attain a partial victory by leaving the
Church, by admitting that he is not fit to be a minister.
His past has moulded hig consciousness, however, and
prevents such assertive action: "They say let a man look
long and devotedly enough at a statue and in time he will
resemble it. Perhaps that accounts for what he grew to be"
(AMMH, %0). Attached by photographs to a father whom he
never knew, young Philip Bentley silently rebelled, as his
father had done, against the small town in which he lived,

the Main Street town where his mother was g common waltregs"
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(AMMH, 30).

Philip conceives his father to have been the quiet,
lonely, suffering artist, and he strives after this image.
Phnilip subsequently withdraws into a resigned inactivity
which eventually mskes him, like his father, an alien to
both love and the community. Mrs. Bentley dreams, for
example, that Philip will throw off his hypocrisy with a
gsymbolic hurling of the Bible, but such assertion is
practically impossible for him. His typical stance,
derived from his father again, is "strained with a suffering,
back=to-the-wall defiance”(éﬂﬁg, 15). Philip's inaction
cnly plunges him deeper into his self-centred torment,
rather than permitting him somé semblance of self-respect.

Philip's inability to externalize his feelings,
sinply to chastise Mrs. Finlay for striking Steve, or more
importantly, to release his artistic impulses, is the
problem with which he struggles. In his sketching, a means
by which he could conquer The spirit of Main Btreet which
enthralls him, Philip only broods and tortures himself,
Seemingly benlt on pain, he seeks further isolation from
his wife, "intent on something that can only remind him of
hig failure of the man he tried to be" (AMMH, 25); his cold,
distorted drawings of the false-fronted towns only reflect
his own emptiness and distortion. Buch attempts at art are
bitterly destructive, rather than warmly reparative and
unitives |

The oppression of Fhilip's past, thebquiet



25
resignation impressed upon his consciousness by his
imaginary conception of his father, and his'hatred of the
small town which held him as a boy and still holds him, has
apparently perverted his creative expressions in art. His
spirit habitually accepts confinement, and the creative
force imprisoned in this way becomes destructive in its
ceaseless tortures of his conscience. His withdrawal into
the conflicts of his own spirit promises no relief from the
pain. He dreams of escape toAanother world, beyond the
"eramp and pettiness" (AMMH, 29) of a Main Street, but his
ingrained inactivity compels him merely to watch the trains
depart and sadly listen to their lonely whistles on the
prairie. The horizon which he would seek on one of these
trains is not the Horizon in which he has become mired,
notably, but the place of fulfillment, hope, and a happy,
meaningful life.

Philip's wilderness is the essential loneliness
into which his past and his threatening environment have
forced h;m9 a loneliness bred by shame and resignation, and
maintained by fear and an inherited frustration and inactivity.
Tiove and friendship with his wife could effect recovery,
no doubt, by giving him security and self-confidence, but
the Bentleys' marriage is a wasteland as barren as the
prairie. They have no children, and apparently the one
attempt to have a family produced only a stillborn baby.

Mrs. Bentley tries bravely to bring warmth into their



relationship by making Philip aware of her love for him,
but he is imprisoned in hisg stagnaﬁt consciousness and
remains aloof from her gestures of love and understanding:
"I slipped my arm through his then to let him know that it
wasn't the dance I cared about, but he didn't understand.
Or at least pretended he didn't understand, for I could feel
that his arm was helpless and wooden btoo" (AMEL, 48).
Philip's enforced 1onelinéss, reflected in his periodic
retreats to his study, has imprinted itself upon his mind
so that he can almost shut out his wife at will: she becomes
an alien to her husband, "an outsider" (aAMMH, 8). The gap
between them extends beyond Philip‘s aesthetics or his
pursuit of knowledge. They are strangers who fail to
communicate meaningfully and lovingly even on the most
fundamental physical level: "Once I pressed closer to him,
as 1f I were stirring in my sleep, but when I put my hand on
his arm there was a sharp little contraction against my
touch" (AMMH, 116). Philip's denial of his wife is almost in-
voluntary, as if he has been conditioned against subtle
expressions of tendernmess. He rejects, in this same denial,
the rebellion against their confinement which she has the
power to initiate. |

Mrs. Bentley's desperation at such an oppressive
existence is understandable. She sees, at her darkest
moments, the futility of tTheir attempts to make a happy

life: "The next town—=the next and the next. There doesn't
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seem much meaning to our going onﬁ (AMMH, 10%). The rhythm
of Mrs. Bentley's life, confined aﬁd predictable in the past,
will apparently lead only to spiritual and emotional death
if she remains blindly loyal to a husband imprisoned in the
monotonous repetition of Horizons. She sees no escape from
the rhythm of ebb and flow--the movement of the seasons, the
movement from one Main Street to another--which has only
intensified the barrenness of their lives. The cycle of
life ig stultifying, clearly, when man lacks the wafmtb of
selfless love to respond to the threat with vitality.

Mrs. Bentley's stubborn struggles against her
natural and marital wildernesses Bring some life into the
deadening rhythm. She indicates further, signii‘icantly9
that an awareness of a cyclical rhythm not only emphasizes
the necessary confrontation with the inevitable end of the
novement in death, but also demands a rebirth in the cycle's

beginning. As For Me and My House begins on a spring day in

April and ends in the same month a year laver: as nature
sheds her autumn decayrto be reborn, the Bentleys, too, may
undergo some analogous liberation during this phase of their
life; They, admittedly, remain within the seasonal cycle of
nature, but they begin, at the end of the novel, what may
well be either a repetition of the past monotony, or a
psychological renewal. Mrs. Bentley notes in one of
Philip's sketches the juxtaposition of life and death in the

cyclical movement of existence:



Philip's in his study drawing still.
Another little Main Street. In the

foreground there's an old horse and buggy

hitched outside one of the stores. A

broken 0ld horse, legs set stolid, head

down dull and spent. But still you feel

it belongs to the earth, the earth it

stands on, the prairie that continues

where the town breaks off. What .the

tired old hulk suggests 1s less approaching

decay or dissolution than return. You

sense a flow, a rhythm, a cycle. (AMMH, 69)
The Bentleys must struggle with life in this simple way to
achieve a semblance of meaning for their life in the
wilderness of prairies and Horizons. They must not oaly
accept the moment of end in nature, the coming of winter,
but also recognize the hope for a vital recreation in
gpring; they must apply this rhythm to their own lives,; in
the knowledge that confinement within the cycle of time and
space does not prevent boundless vitality and love within
that movement.

Rogs supports, in such a response to the wilderness,
Morton's "psychology of endurance and sur'\r:.'Lval”{LL He goes
beyond this resignation at times, but the moments of
optimism eventually vanish, or fail to achleve full
intensity and freedom. dJudith's song briefly conquers the
cold wind (ANMH, 38), but her grim fate is to be the
sacrifice by which the Bentleys reserve an avenue of escape.
Judith's gift of a child to the Bentleys' sterile marriage
promises life and meaning in their future together.

Shortly after they decide to adopt the baby (AMMH, 154), Mrs.

Bentley urges Philip to "'make the break and get away from
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Horizon'" (AMMH, 156). Philip inquires about the store in
the city after his wife's urgings and theif ostengible
freedom from the Main Street existence seems imminent.
Their rebirth is suggested further by the spontanéous
burst of feeling--albeit angry bitterness--with which Mrs.
Bentley chastises her husband for ﬁis adultery (éﬂﬂg3 163%) .
The expression of anger is hopeful hecause of the truth of
its feeling, and becausé they have finally touched each
other on a hasic, unpretentioﬁs level of communicétion@
Only consistent meaningful interactions will destroy the
symbolic study door which has come between them.

The false fronts of Horizon are blown down before
the Bentleys depart, poésibly»symbolic of their new
freedom from past hypocrisy within and between each other.
Mrs. Bentley has ostensibly accepted her husband's child,
and plans to become a piano teacher. Philip will sell
second-~hand books in the city. They break the deathly
pattern of their Main Street existence by leaving the
wilderness for the city, but Ross really gives no hard
*evidence that they have tfiumphed over the wilderness
between them. Mrs. Bentley exhibits some hope, "a vacancy
of beginning" (AMMH, 165), in her two Philips, but the
manner in which the Bentleys leave Horizon puts their
freedom into doubt. Mrs. Bentley writes:

It turns out now that all along they've

liked us. Philip, they tell me, was always
such an earnest, straightforward man. He's

made it hard for his successor. and I
minded my own business, came and went
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willingly, was the .sort of woman they
could look up to. Last Friday they had
a farewell supper for us in the basement
of the church, made speeches, sang God Be
With You Till We Meet Again, presented us

" with a handsome silver flower basket.
It's the way of a little Main Street town-—-
sometimes a rather nice way. (AMMH, 164)

Mrs. Bentley ironically suggests, in this series of statements,
that the false front which she had learned to erect as a
defense mechanism against the awesome prairie and its

sterile humen relationships (AMMH, 9) still remains. She

may not yet rely, apparently, upon the love of a husband

and a family for warmth and security in the north.

That the Bentleys could triumph over their
wilderness simply through a geographical liberation-=the
movement from a wilderness Main Street to the city-~is
clearly fallaclious because the essence of their wilderness
is their interpersonal barrenness. MNrs. Bentley's self-
deceptions, described above, suggest that she and her
husband have not yet achieved the freedom through which they
can consisbtently speak the truth of their feelings to each
other. The escape from the monotony of Horizons is, however,
definitely a step towards a new life. Mrs. Bentley's
encouragement of Philip in his act to move to the city, and
her determinaticn to accept and love Judith's child as her
own also emphasize her strong desire to strﬁggle for
happiness. Such optimism and confidence will hopefully
release Fhilip from his stagnant past and permit him to use

his energies creatively and lovingly. Only through a
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cooperative effort toward such unity will the Bentleys
achieve some meaning in their life together.

Hugh MacLennan repeats to some extent, in Each
Man's Son, the plot pattern used by Sinclair Ross in As For

Me and My House. As Philip Bentley's agonizing past and

hypocrisy necessitate his own nagging guilt, so Daniel
Ainslie's Calvinist "sense of Sin”5 plagues him Throughout
the novel. Ainslie, 1ikevhis prairie counterpart, has the
opportunity for peace through an adopted son; The reparative
power of the children for the tormented men and their barren
marriages is suggested by Ross and MacLennan, but the abrupt
providential conclusions to which the novels come are

almost inconsistent with the fearful wildernesses which the
characters have always traversed.

MacLennan's Maritimé novel lacks any physical
wilderness as awesome as the Bentleys' expansive prairie.
The only physically debilitating areas of the Cape Breton
landscape are the hellish man-made coal mines. Boys
willingly enter this prison, unaware that escape from it is
#irtually impossible. Their own poverty dictates that they
must remain confined until the mine inevitably destroys
their bodies and darkens their mihds. Even the few who
somehow escape the physical disintegration suffer the burden
of spiritual imprisonment. Archie MacNeil boxes his way out
of the mines, but his own sense of worthlessness, his innate

Calvinism, prevents his consciousness from ever leaving the



darkness of the mines.

The only aspect of Cape Breton itself which inspires
fear is the pervasive Calvinism which the island's history
has imprinted on the spirits of the inhabitants. This
island, according to MacLennan, seems to exude powers felt
by sensitive Scots. Archie, who is all but unaware of his
sense of gsin, does expericnce a feeling of comfort when he
looks into the sky over Cape Breton (EMS, 228); he
acknowledges, at least, some vague historical bond to the
landscape. Daniel Ainslie, much more involved than Archie
in the nagging guilt of his religious heritage, undergoes a
constant spiritual torture in every aspect of his life.

Hig wife believes, significantly, that the trip to London,
"away from Cape Breton with its memories and haunted
Calvinism" (EM3, 206), would initiate a cure for the disease
which plagues him. For all its beauty, Cape Breton's
landscape 1s a constant danger to those sensitive to their
Scottish tradition.

The essential facts of MacLennan's Calvinism in Each
Man's Son are fear and failure:

If God looked down on them that summer, the
kind of God their ministers had told them
about, He must have been well pleased . o «
Longing to do their best, they had discovered
there is no best in this world. Yearning for
love, they had found loneliness. Eager to
help one another, they had made each other
wretched. Dreaming of better lives, they had

becomes totully discontented with the lives
they led. (EM3, 200)

Mrs. MacCuish, the eccentric old woman with whom Alan once



eats, encircles Alan with her racked Calvinist co

Her humility borders upon degradation as she live

physical as well as spiritual abstinence and poverty.

Daniel Ainslie's Calvinism is much more personal than Mrs.
MacCuish's, and the pain which he experienoes because of it
is intensely human. Brainwashed by a father who was a
Presbyterian minicter, Aineclie was taught "that life was a
constant struggle against evil . . o éné]that failure was a
sin" (EMS, 85). His guillt spreads irrevocably throughout
his whole being and he assumes the awesome responsibility
for the many crises which surround him. His attemnpts to
engage "the forces of evil" in these conflicts are noble and
humanitarian, but the effects of frequent frustration and
helplessness in many cases are intensified for a man as
sengitive to failure as Ainslie. The ancient curse imprisons
him as no physical wilderness ever could.

Ainslie's marriage with Margaret, limited in its
reparative effects on his spirit by the Calvinist beliefl
that physical desire "led hellwards" (EMS, 64), is an
emotional wilderness withvits lack of communication and
warnth. Ainslie buries himself nightly in his Greek studies,
behind a cold study door such as also excluded Mrs. Bentley
from her husband's life. Margaret Ainslie, not steeped in
her husband's tradition, suffers a "subterranean guilt of
failure which every childless woman knows" (EMS, 201).

Suspicious of her husband's affections because of his



sterilization of her, and Jjealous of the bopks wl
his time, she sits apart from him, waiting for the
act which will determine the direction of their 1it
together. She cannot help him if 'his conscience necsssitates
his fighting his enemies alone and incessantly: "he was in a
treadmill which he could neither slow down nor escape by
Jumping off" (EMS, 54). Hie belief in his own irrevocable
confinement and sinfulness prevenfs the small, significant
act which would free him.

His condition of non-action turns his turbulent
emotions inside him, where ambition and self~-criticism push
his tolerance to the limit. His moments of contemplation

centre on his own problems, and as a man, outside his
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medical profession, he speaks with a bluntness which is
almost cruel. His remarks to Mollie in the buggy as he and
his wife drive her to town reflect not the concern of "the
Doctor™, but the callousness of a man angrily confronting
the ignorance and lack of valueées which constitute evil in
his own visiong Ainslie blindly loses his warmth and humanity
Qhen he engages in his stfugglee His self-centredness
drives him to personal goals of achievement by which he
might mitigate the effects of the sense of.failure which
immerses him in Cape Breton. His Greek translations and his
study of medical Jjournals do not free him--indeed nothing
lacking the warmth of human beings can liberate him.

Daniel's achievements inevitably fail to lift his fallen



self because he himself admits no'eécape from his fate:
Now that future was the present, and what
had it brought? Only an end to seeing ahead.
Not even posterity. Just the moment of hard
work. The memory of work endlessly hard.
The memory of striving, straining, heaving . . .
Was defiance all that remained? (EMS, 40)

Indeed, the blindness to succeés fostered by
Calvinism prevents Ailnglie's realization that freedom is at
hand in his medicine. Ainslie's practice of trying to share
his patient's fear in order to achieve a total understanding
of the particular case is a truly admirable and a very
human guality. The sympathy is purely professional with
Ainslie, however, and he goes out of himself as the Doctor,
not as Daniel Ainslie the man., To merge the two worlds, see
bis wife as avwoman also needing his care, see his patients
as warm living beings as we;l as manifestations of the
suffering human condition, is his freedom: "His doctor's
intelligence awoke, and ag it began to function the curse of
his ancestors seenmed ﬁarther away” (@ﬁg, 65)67 The sense of
"other", so necessary for a true doctor, sits deeply in
~dinslie's soul, but it requires disentanglement from his
Calvinist conscience in order to be warmly humanitarian.

To achieve this end, Ainslie eventually experiences his own
moment of purgatory.

Archie MacNeil suffers a torment more physically
punishing than sainslie's specifically Calvinist guilt, but
it is still & torture linked inexorably with MacLennan's

ton mentality. Archie naively believes that

.
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physical escape from the mines liberates him from them, but
bis mind clearly has never left their darkness. Unaware
until too late how Downey has manipulated him (EMS, 102),
Archie, like Ainslie, insists on believing that peace is
contingent upon some type of worldly accomplishment: "'There
are some that whill live their whole lives like oxes and
cows,' Archie muttered. 'l am not one of thew . « o I whill
go home when I am the-champion'"'tgﬂg? 108; 109). Archie
persists in his boxing, as Ainslie does in higs Greek, yet
both are futile efforts at self-justification. Both must
realize love, or at least some sensitivity to another, to
placate their suffering. Ainslie apparently finds it,
whereas Archie must turn to an unfeeling whore (LMS, 113).
The movement to warmth and freedom is not easy, as
Maclennan indicates: "Except a corn of wheat falil into the
ground and die, it abideth alone;Abut if it die, it bringeth
forth much fruit"a6 The loneliness of each of the major

characters in Bach Man's Son is undeniable. To achieve

warmth in a communibty of human beings, those gripped by
false goals must realize the utter futility of their selfish
struggles before they see redemption; they must "die'" before
they live. Archie and Camire, each striving for his own
separate goal, do not realize the inadequacy of their
selfish quests until the final disaster:

each partial man stfuggles toward a different

solution to his incompletion, one which

excludes all others. When their longings for
wholeness draw them to Alan and his mother,



the pattern will no longer knit. Alan's

role as each man's son is to witness the

gradual forcing together of7these

disastrously alienated men.
Ainslie is one of "these disastrously alienated men", but he
confronts his inner conflict and becomes redeemed in a new,
sensitive humanity. Realizing the utter alienation and
oblivion to which his Calvinism has swept him, Ainslie
places hie belief in perspective, accepts it, and decides to
strive after e vital and meaningful life:

With a slow movement, as if coming outbt of

a deep sleep, Ainslie sat up and looked at

the sky. With longing for continuance

brimming in his blood, he had looked ahead

on his days and seen total emptiness. He

had reached his core. And there he had

stopped. He got to his feet and looked

down at the brook. AU that moment he made

the discovery that he was ready to go on

with life . . o Now he could once more

think about the people around him. (EMS, 2203;221)
With this liberating act, Ainslie commences the movement from
darkness and loneliness toward warmth and community.

Ainslie ultimately places all his values into
“perspective~-he unites his profession with his humanity—-
and realizes "that in comparison with a loving human being,
everything else is worthless" (EMS, 24%). His belief in the
value of mankind complements his decision to escape Cape
Breton physically and validates his redemption; unlike
Philip Bentley, Ainslie seems to confront both the

wildernesses which encompass him. His love for Alan

transcends the level of an experiment in socilal mobility and
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seems to become warm, selfless and‘deeply human. The boy
completes the Ainslies' lives by fréeing the love in them
which guilt had stifled. Alan's need both required their
devotion and sincere kindness, and liberated the love from
their cramped spirits; they are free now to love each other
as well as the boye.

MacLennan aséerts the ultizate hopefulness of life
through his optimistic conclusion--more, at least, than the
ambivalence suggested by Sinclair Ross==hut the contrived
ending adds an unfortunate note of fantasy. Grove would
undoubtedly deny the plausibility of such a "happy ending”98
The vivid pain and fear with which MacLennan infuses the
attitudes and 1life styles of the people of Cape Breton is an
accomplishrent, on the other hand, in its recreation of a
tormented spiritual state. The wilderness of the Calvinist
conscience is starkly real and believable, and love and
selfless feeling do, in&eed, seem to be the valid ways by
which it can be humanized and endured. MacLennan's vision
gf the north, in spite of the staged conclusion, asserts a
hopefulness akin to Grove's, a belief that in Canada the
human condition does not deny the possibility of some
warmbh amid the cold, some love wifhin the barrenness.

Sheila Watson's The Double Hook similarly climaxes

with the freeing, decisive action of James Potter, but even
his courage cannot permanently allay the omniscient power
of Coyote:

And from a cleft of the rock she heard the
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voice of Coyote crying down through the
boulders: -

I have set his feet on soft ground;

I have get his feet on 5he sloping

shoulders of the world.
Coyote is all-encompassing, and by placing man in such an
uneasy state of tension and fear demands that he prove
his value ag a man by asserting himself in action and
assuming the responsibility for his decision. Coyote rules

the land of The Double Hook as fear, the unknown, the

darkness, any force, in fact, which confronts man and
thereby urges him to act in order Lo preserve his freedom
and dignity. James Potter leads the comnunity's action by
killing his mother, and everyone,Asave Theophil, perhaps,
responds in the aftermath of the initial event. This
movement of the population as one, the communal feeling
which develops out of James Potter's courage, is the
ultimate power which confronts Coyote's evil and restores
love for a time in the physical and psychological wilderness.

The landscape in The Double Hook is reminiscent of

Jbhat in Cemus's The Plague. The sun bakes the land into a

white dusty dryness which collects on the inhabitants'
bodies and minds. The effect is deceptively destructive,
both in its subtlety and in its iﬁtensity. Each man's
loneliness encompasses him, disintegrates his community,
and prevents action for all but the few who possess the
courage to break out of their prison. In this state of

suspended animation, men exist without really living. They
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deny their humanity, their place in the community, by

refusing responsibility for their neighbours. Their rule

of life, in this spiritual and physical drought, is apathy.
The cause of such a deadening of the spirit in The

Double Hook is Coyote, and his queer lieutenant, old Mrs.

Potter. All beings live under Coyote's eye, as Watson
indicates by the graphic genealogy cn the first page of hexr
novel. The characters' lives_seeh to have been preordained
"until one morning in July" (Qge 19), the moment of James
Potter's action. Coyote discourages such bravery and
immediately qualifies the effects of the murder: "In my
nouth is the east wind. Those who cling to the rocks I will
bring down/I will set my paw on the eagle's nest" (DH, 24).
Coyote laughs at man's insignificant physical triumphge-
James Potter's included-~which are essentially ineffectual
against his awesome spiritual power. Man may not really
escape physically, either through action or through attempts
to flee Coyote. Man's triumph must be internal, must alter
_his psyche with a decisiveness which can confront Coyote on
his own ground.

The spirit is Coyote's essential battleground. He
may physically intimidate man afar with his cries, but his
arousal of man's fears constitutes the essence of his
power: "In my mouth is forgetting/In my darkness is rest"
(DH, 29). He immobilizes man, and lures him into a stasis
which permits the divisive power to spread, like a plague,

to all men. ILocked in a prison of spiritusl darkness, man



igs inactive and,; for all intents and. purposes, dead. Such
is the paralysis which Mrs. Potter emanates when she fishes
near Ara: "Yet as she watched the old lady, Ara felt death
Jeaking through from the centre of the earth. Death rising
to the knee. Death rising to the'loin".(gg, 21). Like
Coyote, Mrs. Potter spreads a death which eliminates the
essence of life and meaning from mon. Fishing alone for
the truth which her subservience to Coyote ironically
prevents her from ever realigzing, Mrs. Potter represents the
blind individual seeking a Jjustification which can really
only be found in the company of other men. This quest drives
her, as it drives MacLennan's doctor, to pursue her
activities with "a concentrated ferocity" (DH, 20)?va self-
centred mania exclusive of all warmth and humanity.
This is the double hook which Sheila Watson places

at the centre of her vision, the ironic duality of man's
search for meaning in the wildernesses of nature and society:

He doesn't know that you can't catch the

glory on a hook and hold on to it. That

when you fish for the glory you catch the
- darkness too. That if you hook twice the

glory you hook twice the fear. (DH, 61)
For example, James, in addition to his confrontation with
his mother, must also assume the fesponsibility for her
murder. Kip, too, is susceptible to the power of the double
hook through his insight. He is truly Coyote's servant (DH,
%5) because he sees to the essence of things so clearly,qo

but he also inspires fear in other people by such perception.
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He forces James to strike him blind for "Looking wise.
(nowing too much. Like the old lady" (DH, 42). Kip is
associated with the brilliant light of revelation, the
confrontation with truth which illuminates so completely that
1t strikes onlookers senseless. James ig initially unaware
of the duality of the struggle for meaning and self-
Justification, and naively atvacks Kip as he had earlier
struck his mother. |

The place which Coyote attacks most fiercely with his
darkness is man's spirit. The apathy of the characters is
the plague which infects them. Greta is the symbol of the
divisive self who refuses, like Mrs. Potter, to engage in a
warm relationship with anyone.” Angel classifies Greta, in

fact, as an agent of destruction who tries "to break up

| other birds'. nests" (DH, 54). Greta is mired in "her
mother's doom" (DH, 111), caught in a prison of her own
distinct self and refusing to admit any help. She eventually
seeks the ultimate power, Coyote, through suicide. Such
escape is invalid, however, because she thereby denies her
humanity, ber intimate connection as a living being with the
human race. A refusal of this responsibility through a
solitary retreat into madness or sﬁicide makes the value of
her freedom questionable. |

Theophil becomes the incarnation of apathy in
Watson's vision of man: "Theophil did not hear the wagon as

it passed. He turned and pulled sleep about him like an
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empty sack" (DH, 127). Theophil sits uninvolved in his
cabin, usually unconscious. in sleep and actually totally
unaware of anything but himself. Coyote has driven him
inside hinself, immobilized him with a fear of action, and
made him exclude what he should permit to enter: "Theophil's
let fear grow like fur on his eyes" (DH, 58). Theophil, '
unlike Kip, wanls an existence apart from olther men, a
blindness to all living things but himself.

While Greta and Theophil are the loci of the plague's
destructive influence, the apathy effectively touches all
the people in the community, including its leader, James
Potter. Ivery living thing has "a hanging and waiting look"
(b, 100)~--the Widow, Kip, the Widow's boy, even the animals
in James Potler's yard. All creatures await the guidance
to freedom which apparently James Potter alone can give.
Until he frees himself from his fear no .other person can
act: "Since the fury of the morning he'd notb been able to act.
He'd thrown fear as a horse balks. Then he'd frozen on the
trail. He was afraid. He was afraid what Greta might do"
(DH, #42-43%). Until he fully assumes the responsibilities
for his actions, James Potter will be cauvght in the same
wilderness which holds his heighbourse‘ The spirit of his
mother appears before him as it does before Ara (DH, 20),
Felix (DH, 22), the Widow's boy (DH, 25), and the Widow (DH,
29). With her evil presence still affecting their lives,

the community cannot function efrfecbtively together.
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Once James realizes the folly of trying to ride from
his mother's influence, he finally stands free from her.
Simple defiance liberates him when he refuses to succumb to
a fear of responsibility: "Free at last, his true escape

lies in his .‘c'eth.:ml"‘,VI

Relinquishing his money gladly,

he sheds his past and his mother like stifling cocoons and
emerges reborn in a land which sympsathizes with his reneved
vitality: "James stood for a moment in the moonlight among
the clumps of stiff sage which shoved through the seams and
pockets of the earth" (DH, 109). James comes to refresh his
suffocating neighbours with his courage. Like the plants
which suddenly assert life in the barren wilderness, the
people around James Potter also begin to admit, by their
actions, the value of community responsibility, the simple
hope in loving other human beings.

Lenchen actually bears life within her, and the
birth of her child is the graphic expression of the renewal
of this community. Felix's house, too, contains "the stir
and breath of living things" (DE, 120); it is the haven for
both Lenchen and Kip, and the scene for Felix's own rebirth
(gg, 126). The Widow accepts her daughter's pregnancy and
cuts out a singlet for her new grandchild (DH, 115-116).

" Ara, William and the Widow's boy see Coyote, hear his
declaration, but are not enthralled by fear: "Fear faced 1is

>
fear conquered”.qL

Confident and standing together, +he
community does not waver at Coyote's.cry. The less strenuous

response, on the other hand, is to enter Coyote's numbing
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darkness willingly: "In my fear is peace" (DH, 98). Those
now denying that fear must necessarily struggle to maintain
balance, but the union of men in friendship and love creates
a warmth which eases the pain of the conflict.

James returns to his peopie reborn, too, to accept
hig child and build a new life, but he also confirms other
knowledage with his return. Fubtile as his attempt at escape
to the city may have appeared, it was a necessary stage in
his coming to awareness:

I ran away, he said, but I circled and

ended here the way a man does when he's lost.

I've a notion, William said, that a person

only escapes in circles no matter how far the

rope spins. (DH, 1%2) '
Caught in a rhythm which does not permit escape, man's
freedom comes from his acceptance of his human condition,
and his struggle to achieve Jjustification when none seems
possible. The struggle permeates c¢ity and wilderness alike,
because as Angel says, "if loneliness ig being in one's own
skin and flesh, there's only more lonely people there than
here" (DH, 86). This loneliness of men driven apart by fear
and defensive attitudes ¢f self-preservation is the essential
fact of Coyote's physical and psychological wilderness.

As part of the cycle of 1ife, James Potter
fittingly destroys in order to create. He must lose money
in order that he may gain another deeper wealth; he must
assume responsibility for murder in order that he may bhe
free:

He would simply come back as he'd gone. He'd
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stand silent in their cry of hate. Whatever

the world said, whatever the girl said, he'd

find her. Out of his corruption life had

leafed and he'd stepped on it carelessly as

a man steps on spring shoots. (DH, 127)
James comes back to admit his guilt and reestablish his bond
with Lenchen. The community will now rise from its ashes to
live again in friendship. Even the final cry of Coyote
cannot stifle completely the hopefulness of Watson's

renewed community.

1T

The second group of domestic novels of the north,

including The Well, Fruits of the Farth and Settlers of the

Marsh, relates, more throughly than the first group, the
development of self-knowledge within a community. The
central character in each novel possesses the capacity for
love and meaningful, decisive action, but he immerses
himself in superficial, futile, selfish endeavours which
give no ultimate satisfaction. The final decisilons of
Chris, Abe and Niels to assume the responsibility for their
actions exemplify a recognition of the value of community
1life and the essential rebirth of each man through a belief
in love. Chris and Niels will live hopefully for the love
of a sensitive honest woman, and Abe will now realize the.
confort of a family and the respect of a community. The

novels discussed in the first group conclude with similax

affirmations of community life, but the resolutions are more
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sudden and seem to be less a final stage in a developmental
process than the three novels of the second group.

Sinclair Ross's The Well, typical of a northern
novel, opens in a wilderness, near a prairie village called
Campkin. Suspended alone amid the wide prairie, linked to
the c¢ity by a single thin railroad track, inhabitants of
Campkin must unite in oxder to conquer the 1onelinésse
Chris Rowe, a city-dweller, is overcome by the land's
flatness. He feels "oppressed, uneasy",/15 like an alien who
cannot possibly endure the threatening expansiveness of the

landscape. The deep prairie night, as in As For Me and My

Houge, constitutes an even more pointed threat to man,
preventing action by merely being beyond his comprehension:

he made out the light of a mneighbour's

window a mile or more away . . o From

here to the light--that was & measurable

distance, and with a great grasshopper

leap of his mind he reached it. Reached

it, sickened, swaved. It was only the

first leap. He could never gather

himself for the next one, into the wet

- black void that lay beyond. (Well, 175)
The smallness which the prairie man assumes when engulfed
by the landscape distinguishes this wilderness from Chris's
urban wilderness on Boyle Street. The prairie landscape,
where a man must closely exdmine his own ability to endure
the hostile environment and then assist others in their
survival, is the only possible scene for Chris Rowe's Coming
to awareness. By his reliance upon others for not only an

initiation into the ways of the wilderness, but also an
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opportunity to Judge himself, the human sympathy buried in
Chris Rowe achieves freedom.

Chris's psyche, clearly, is the wildernessgs which
must bé made warm and habitable. Initially trapped in his
Boyle Street consciousness, Chris>tries.to flee his past on
trains while simultaneously keeping his Boyle Street
mentality. His fear of the wilderness surfaces at times,
but the true plague of his spirit is his retention of his
urban attitudes. Totally self-centred, Chris plots to "put
the screws on Larson' (£g£g, 86), an o0ld man who, for
whatever the motivation, freely offers aid to Chris.

Nagged at times by his conscience, Chris continues,
nevertheless, to use his employer_for his own greedy purposes
(Well, 201). He uses both Sylvia and Elsie Grover to

gratify his inflated male ego. He feels tenderness rarely
for the two women, and once the challenge of "scoring" with
them is met, he no longer requires then.

) - Chris's past grips him with more conscious injury in
his paranoia about his assault éf Baxter, the reason for his
flight from Boyle Street. He has vivid nightmares about
Baxter and Boyle Street, and suspects that people in Campkin
will evehtually come to know the events of his past. ILarson
and Sylvia are aware of his crime, in fact, through Chris's
ramblings while he sleepsg. Sylvia tells him that Larson
prompts Chpis in his sleep to learn his past, but Chris
wisely assumes that she alone commits the eavesdropping and

plans to use the confessions against him.
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Sylvia is, in spite of Chfis's greed and self-
centredness, the standard of evil in The Well by which other
misdeeds are measured. She is, indeed, "the intruder"

(Well, 88) who attempts to destroy the happiness in Larson's
life and in his relationship with Chris: Iike Chris, she
was a city-aweller, presumably bhardened by the lack of warmth
in that environment. ohe is greedy, aund devoid of pure
sympathy, to an even greatér extent than Chris is. She is
indifferent to the crisis at the birth of Fanny's colt

(¥ell, 207), and shows her lack of warmth through her
refusal to aid living creatures in their struggle to live.
She exhibits a coldness, which even awes Chris, in her
precise, analytical preparations for their lovemaking (Well,
121-132) and for the murder of Larson (Well, 185-188).
Sylvia plans these acts of passion in a mechanical, business—
like manner which emphasizes the horror of their actual
enactmnents.

- Chris's final confrontation with Sylvia's cold,

cruel power truly tests the strength of his will. Having
shot Larson and realizing the horror of the crime, Chris
immediately tries to help Him; he is torn from his sympathy
for the old man, however, by his fesponse to Sylvia's
commands, "the mechanics of obedience (Well, 246), and Chris
follows her once again. Only when he realizes that Larson,
like Bheila Watson's Mrs. Potter, will haunt the murderer

forever, does Chris stand firm and refuse to obey Sylvia,
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He knows that his greatest pain hasg heretofore come from his
memory of Baxter. Physical burials of enemies clearly do
not erase their effect upon the minds of sensitive survivors.
Chris must assume his responsibility in order to initiate
survival in the wasteland which he has made of his life.

Such assertion is the essence of Chrig's hope for
the future. Containing the potential to love and sympathize
deeply, Chris needed special circumstances for his
liberation. Living within old Larson's kindness and selfless
giving, Chris's "surviving streak of honesty" (Well, 152)
often breaks through his Boyle Street superficiality. He
beging bto take pride in his performance of menial farm Jjobs
becauvse it effects changes in hig opinion of himself: "it had
gomething to do with being a man" (Well, 158). Chris
eventually rejects the false values of Boyle Street (Well,
176), and permits himself to sympathize with other living
creabtures. Much to his physical disgust, he tries to help
old Fanny with her colt (Well, 207). Shortly after this
event, he feels sympathy for Larson as they sit in the church
at the funeral of Ole's son. Chris feels strongly drawn to
Larson to comfort the o0ld man in his sad memories of his own
dead son. Chris is, in fact, the only person in the novel
" who becomes Larson's true friend. Attracted by the old man's
simple love for his memories, his well, the few watermelons,
his land, Chris more and more takes larson's side when
gossips or Sylvia are antagonistic. -He finally admits his

deep affecticon for the old man~~indeed for any warm, living
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being--in his resistance to Sylvia and his vain attempt to
aid the dying Larson.

Chris comes to realize that his only means of
achieving meaning in his life is his assumption of the
responsibility for his actions. Part of the confrontation
with his inner self involves his accepltance of Elsie Grover,
and his special atiraction o Ler. Once he admits the folly
of higs egotistical Boyle Street attitude to women, he begins
to sympathize with the girl whom he used, and ultimately,
envisions her as a model for emulation:

There was strength there toc . . . To take

him as he wass to believe in him, to suffer

and go on suffering. He hoped so. Leaning

forward a 1little in the pew, his fingers

locked, his lips wincing, he kept his eyes

fixed on her as if waiting for a sign. (¥Well, 216)
Elsie, dnspiring as she does in Chris this deep feeling and
devotion, becomesg his reason for living. Hoping to live
happily again in Elsie's love~~a life by‘no neans confirmed
bg his past treatment of her--Chris makes his crucial .
decision to face the conseguences of his shooting lLarsone.
Indeed, Chris's choice of "the rope" (Well, 256) rather than
Sylvia seems grim to her, but his simultaneous achievement
of self-justification and meaning in his own life produces a
warmth which even the threat of death cannot overcome. Even
Chris's necegsary return to the city to confess to his
agsgault of Baxter does not promigse to affect his redeemed
vision of life.

Binclair Ross contrusts the city and the wilderness
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many times in The Well, the former exemplified both by
Boyle Street with its "insolence, pride @ni}defiamce” (Well,
176) and by Sylvia with her inhuman manipulation of other
men, and the latter illustrated by Larson in his simplicity,
honesty and willingness to give freely of himself. Chris's
rebirth in the wilderness, "the beginning of a new kind of
self-sufficiency" (¥Well, 57) is the profound renewal of Chris
Rowe's psychic wilderness, and although it was contingent
upon the reparative setting and the presence of Larson and
kElsie, the effect is complete, irregardless of the nature of
his future environment. The firmness of Chris's final
"landing" (Well, 256) emphasizes his assured belief in the
strength of his decision.

Chris Rowe's renewal in a community north of his
ciby home is a typical feature of the northern novel. The
north is often a place of selfmdiscovéryg redemption and
rebirth, a place which thereby permits %ﬁe explorer to
endure and survive the rizors of the enviromment in happiness.

Abe Spalding, Grove's protagonist in Fruits of the Farth,

seeks to conquer the prairie land and establish the greatest
farm in the country; he discovers only late in his life that
the wilderness for such an ambitious man as he really lies,
- ironically, within the self-destructive power of his desire
to possegs. This is the true wilderness which he must tame
in order to live his life peacefully and happily.

Abe's initial confrontation, however, involves the

physical wilderness, the prairie landscape itself. His
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in 14 with his closest

"impression of an utter loneliness
neighbour being a man bushed through isolation in the
wilderness, does not arouse fear in Abe, but anger to assert
his own vitality against the threatening environment. Some
people would group together to:préserve warnth within a
communitys; Abe, on the other hand, "would change this
prairie, would improve himéelf on it, would conguer its
spirit" (FE, 23). Noble as Abe's struggle promises to be,
it is a very lonely undertaking, and Abe is ultimately
doomed to failure by this very loneliness. The people who
submit to the awesome land and its silence admittedly
appear restrained and confined (FE, 13%7), but they at least
have the comfort of numbers to allay the pain of their lives.
Abe's task is the integration of his community, both
his family and bis township, into his struggle with the land.
Only at that time can he claim a valid triumph. Abe is
initially unaware of this fact, however, and must neglect
orne in order to pursue the other. Abe's admirable motivation
to conguer the wilderness soon begcomes subordinate to a
simple desire to own more land: "He must have more land! He
must get to a point where he farmed on a scale which would
double his net income from a decreésing margin of profit"
(FE, 51). The hint of compulsion in Abe's thoughts testifies
that cold, hard ecqnomics have replaced his human will as
the motivating force for his farm. The cry "I've got to
have more land" (Fg, 54) often occurs in one form or

another in Fruits of the Zarth (FE, 303 383 40; 543 60).
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Abe, in this way, becomes.inextricably bound to a force
beyond his control. He admits that his blind ambition has
actually led him to become a slave of the land (FE, 54

100), rather than the land a servant of bhim, as he had
originally intended. Abe eventually realizeg Tthe ultimate
worthlessness of his huge mansion and farm, and the essential
coldness of his economic weulth, bocause il is not

supported and complemented by the warmth and security of a
loving family.

Abe hag built a tall barrier of indifference between
himself and his family, however, through his blind devotion
te nis wérka Exhausted from labouring all day, Abe lacks
the energy to communicate with his family in even the
simplest way (FE, 45; 50). He and Ruth eventually sleep
apart because he needs his rest for his next day's work.
They become strangers, not only denying the warmth of a
sexual relationship, but also rejecting all forms of
comminication in a sterile "habit of silence" (FE, 152).

The children mature without a father, confiding secrets to
their mother and each other, but not daring to interrupt
their father in his work. Abe realiées intermittently that
life is bypassing him, but he needé a devastating example of
the evil of his ambition to make him really question his
values. The death of Charlie in the service of his father
makes the boy a sacrifice to economics, crushed bheneath Abe's
ambition as much as beneath the wheels of his wagon,,15

Abe not only lives outside the warmth of the family,
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who alone can make his work meaningful, but also denies his
community, "worst of crimes in western Canada' (FE, 164).
He persistently neglects to engage in even the most brief
and friendly conversation with his neighbours because he
has no time (FE, 27; 29; 59; 82&83)e The death of Charlie
jars him into considerations more deeply human than weathen,
crop yields and grain prices. He begins to speculate on
death much as Nicoll had earlier domne (FE, 40), and seems to
move, by this sensitivity, toward a greater awarensss of his
human condition. His pride and shortsighted concern for
himgelf apparently still grips him, however, and his defeatl
at the poll by Wheeldon arives him into isolation. Rather
than struggling against his opponent's legal trickery, Abe
resigns his position in the regional government and thereby
refuses his responsibility to the other men in the community.
He retreats from the ambiguous Justice of politics in a way
in which he would have described as meek and cowardly in the
days of his early struggles with the prairie landscape.
Abe's gubmission is almost incongruous with his
meditations on "the mysteries of cosmic change" (I'z, 134).
Living for a brief time in the shadow of Charlie's death,
Abe realizes to some extent that his struggles to achieve
economic domination compose only a small portion of the
struggle of which he was heretofore unaware. His necessary
human subservience to time and the inevituble decay and death

of all living beings suudenly fill his consciousness with
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confusion:
The moment a work of man was finishedv nature set
to work to take it down again. A quescr
thought, that. And so with everything, with
his machines, his fields, his pool; they were
all on the way of being levelled To the soil
again. (FE, 134)
The strength of his own ambition had neéated his awareness
of his own transcience for many years, but now he begins to
see the prairie not as a thing to be conquered, but as a
symbol of the intimate link between birth and death, between
simply living and -the incessant struggle to Jjustify that
life. He experiences, in the author's theoretical
terminology, "the generally tragic reaction of human souls
to the fundamental conditions of man's life on earth”aq6 The
years pass Abe-quickly in theilr irrevocable movementd;
immersed in his work, life is ncasured by the jobs to be
completed, not by the age or growth of his young family.
Grove emphasizes the rapidity of the passage of time for Abe
by beginning chapters with "A year had gone by" (Fi, 25; 24;
119), and ultimately, with the more gignificant "The years
went by" (FE, ﬁ52§s
Abe's struggles with time, the land, and death are
supplemented, furthermore, by a conflict with the expanding
city. Initially prompted to emulate the city in the
construction of his house (P&, %7), Abe soon assumes the
typical position of his creator, Grove, in derogating the
superficial excess of city life. Country children bused to

city schools acquire habits of insolence and defiance. (FE,



55
1555 182)==qualities of Sinclair Ross's Boyle Street
mentality. The city spreads corruption like a disease,
staging the drunken orgies in the old school and advocating
an immorality which even touches Abe's daughter Frances
with pregnancy. "The Lure of the City" (FE, 218)
necessitates a strong response from the moral leaders of
this rural community in order to prevent the soiling of
theilr honest simple standard of liiving° Although he was
compelled, by the inevitable growth of the city, to accept
the mechanization of his farm (FE, 41) and the loss of his
son, Jim, to the Jjob opportunities afforded by technological
progress (FE, 222), Abe does possess the power to stand
before the tide of moral and psychological degeneracy which
is creeping into the district. Abe's positive decisive
action to halt the immorality spread by the dances at the
schoolhouse redeems him from the isolation within which he
has been mired since his embarrassment at the poll.
- The catalyst for Abe's release from his self-
imprisonment is the warmth of friendship from his usually
reserved brother-in-law. ﬁhen the doctor unburdens his past
to Abe, he gives him significant advice: "'We act and
blunder. We can never tell. Perhaps this knowledge may
help to sustain you'" (FE, 259). The doctor's talk to Abe
is important not only because he kindly wishes to prepare
Abe for the blow of his daughter's moral error, but also

because he establishes a bond of intimabte communication
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with Abe which he has never known?A The advice to choose
boldly and to take action bravely where he feels he must is
gignificant in the light of Abe's final assertion of power,
but the tone in which the doctor speaks, so freely and so
sensitively, seems to be the motivating -force for Abe's
immediate awareness of others.

When Abe comes out to Ruth, he perceives her with a
new feeling of warmth and intimacy: "to-day he saw that this
woman, human like himself, was stirred to her depth; and he
noticed her immense relief at his return® (FE, 260). Man
and wife appear closer than ever before, and indeed, they are
one in their reaction to the legal Jungle in which Ruth
innocently tried to achieve true Jjustice. Abe shows a
kindness and respect for Ruth in their conversgation in the
barn which she has probably never received before in their
married life.

Abe decides, after leaving Ruth, to face his past
érrors of judgment, accept the sins of his daughter, and
still strive to create a meaningful community. He will
assume the responsibility which he had once unwisely denied:

True resignation meant accepting one's |
destiny; to him, it meant accepting the
burden cf leadership; and the moment he

saw that, he felt at one with the district,
with his brother-in-law who had told him his
story, with Ruth in her sorrow, and,
strangely, with himself . . . His own life
had been wrong, or all this would not have
happened. He had livea to himself and had
had to learn that i1t could not be done . . .

"Yes,;" he muttered to himself, "I'll go
on « - « To the end . . . Whatever it may be." (FE, 264)
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More acutely conscious than ever of his necessary duty to
his community and to his wife, Abe seems a new man--still
as firmly resolved to decisive action, but now more human
and sympathetic. In the future, his action will arise from
a concern for others, a desire {0 show the warmth and love
for community and family by leading it firmly. Ed McCourt
casts a shadow upon Abe Spalding's final act by saying vhatb
he "gaing a victory in which neither he nor the reader can
take much pleasure”c,/’7 Indeed, Abe's resignation to his
fate through his acceptance of weighty responsibllity does
not promise a pleasant future for him, but it is noble
‘and humanitarian action--as much as any man can do for his

communitye.

Niels Lindstedt, Grove's hero in Settlers of the

Marsh, develops, like Abe Spalding, from an initial naivete,
through a trial period of blind ambition and misjudgment of
values, to a final act which opens the path to self-
¥nowledge and freedom. Niels's resolution is much more
violent than Abe's--he must murder his wife—-but his quiet
return to Ellen is reminiscent of Abe's calm kindness to
Ruth when he finally decides to fulfill his duty to her and
the community. Niels, more particﬁlarly, finds the meaning
for existence in Ellen's love, and the promise of marriage
and children.

Whereas Niels, like Abe and Chris Rowe, finds the

love and warmth which frees him in fthe north--at least north
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of the city in the lake district of northern Manitoba--the
north which he initially confronts in the Marsh is barren,

cold and unfriendly. At the beginning of Settlers of the

Marsh, as Niels and Nelson move farther north, a blinding
snow=-storm confronts them and batters them with its cruel
power. They lose not only their sense of direction, but
also the facility to communicate:
Both would have liked to talk, to tell

and to listen to stories of danger, of

being lost, of hairbreadth escapes: the

influence of the prairie snowstorm nade

itself felt. But whenever one of them

spoke, the wind snatched his word from his

lips and threw it aloft.1®
The nature facing Niels, like Abe Spalding's prairie, taunts
him into a struggle in which he must engage with his
greatest strength.

Ambitious to build a great farm, Niels is different

from his counterpart in Fruits of the Larth in that his

passion to work is motivated by a pure love for a girl, Ellen
Amundsen: "Everything he did he did for her" (SM, 49). Ellen
is deeply trapped in her own emotional wilderness, however,
and she cannot allow herself any intimate involvement with a
man. Driven to a suspicious hatred of sexuality by the
inhuman cruelty of her parents' physical relationship, Ellen
is emotionally unable to enter marriage and must reject
Nielg's proposals

Hisvdreamsiof love shattered, Niels retreats into a
solitary life on his farm, a life where neither women nor

men hold importance for him (8M, 119). In his painful self-
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imposed isolation Niels turns on himself and constantly
experiences "a feeling of fear: the fear of life" (8M, 60)
and a horrifying sense of the inevitability which confronts
every man:

the apparent futility of all endeavour was

almost more than he could bear. Amundsen's

impeccability in life, his trivial vanity,

his slow deliberation and accuracy: where

had all these teken him? Do our comnon

goal, the grave. (SM, 64)
Niels's fear becomes the essence of his life because he has
no other vital meaning for which to live. His farm, which
he strove to build for Ellen, becomes after her rejection an
end in itself. His motivation for creation becomes perverted
rather than selfless, and he loses contact with the innocence
and warmth of his humanity: "Life was useless; there was no
meaning in it . . . no Jjustification . . . Niels became more
and more prosperous. Bubt the farm owned him; not he the
farm....It grew according to laws of its own" (SM, 116).
Niels turns to arduous work for meaning in his life, but
the activity, with the absence of olther human beings for
whom he can perform his chores, beconmes physically aand
psychologically detrimental to him. Iike Abe Spalding, his
vision becomes‘distorted through an excess of purposeless
works

Grove also uses the movement of the seasons o

connote the deadening repetition which plagues Nielg's
spirit. Enmeshed in the only meaning in his life=-work—-

the pagsing of time becomes significant for Niels only as a
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phases of farm labour. Grove expresses this significance
of time effectively through the brief factual phrases which
mark Niels's life coldly and inevitably, much as a clock
mechanically ticks off seconds: |

Winter went by; the thaw-up came. Breaking
and seeding, on a share of the CcrCpPeecss

The "working-out," in the south. A year
gince he had come to this country....A
winter in btown, to learn Englishe....Another
sunmer. A second winter with NelsONeseo

Many things happened. Mrs. Amundsen died.
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Nielg cleared hig land...e.
Spring came.
He enlarged his stable and built a chicken
house. He so0ld hayeceo

Then breaking and seeding, with propitious
weather towards the ena of April. He had
eighteen acres in crop, six of wheat, four
of oats, and the rest in barley. (8M, 46; 82)

Niels's devotion to his farmAis cold, unnatural and
debilitating becauge it touchés no living, feeling human
being. Niels's care for the farm is, indeed, "passionate"
(84, 172), but the passion stems from a deep dissabisfaction
within Niels, a wilderness of madness and confusion which
demands clarity and understanding beyond his capacity. Only
when his life has a vital purpose in love or simply in
sympathy for others can his work become lighter,

Bobby Lund becomes caught in Niels's cycle, too, but
for him the reason for living is vital and unitive, and
within his grasp:

Winter went by; life went its way.
Bobby seeaed his own farm, the quarter

b PG,

section that was to be his. He picked a

—
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four-horse team from among Nielg's colts,
bargained for them with his enployer, and
paid in cash: he had the accumulated
earnings of years. As for the farm, he
would pay in half crops.
Bobby was loyal. BSeeing that Niels was
doing this for him, he would not leave hinm
while he was what he was. But Bobby
wanted to get married, to establish
himself.... :
Well, even for that there would be a way
pretty soon. (8HM, 175)
Bobby's married life begins poorly with respect to money,
but his family exudes a warmth and bond of affection which
¥Wiels has never experienced on the Canadian frontier.
Bobby's liberation in marriage foreshadows Niels's own path
to freedom.

As Grove uses the fundamental movement of the seasons
to emphasize the essentially cyclical nature of existence,
g0 he contrasts the c¢ity and the wilderness to point to. the
special relationship between these two states of life.
Niels, lonely through Ellen's rejection and even more

isolated by his unbelievable ignorance of the reality of sex,

naively falls prey to Mrs. Vogel, the active representative

of the city‘s typical lust, corruption and cosmetic
guperficiality. She seduces him (gﬂ, 121), and unleashes

the forces of destruction ip Niels's life. Such contamination
and perversion is normal for life in the cities of Grove.

He sees the urban environment as a place where innocents

like Wiels or ¥rances Spalding are lured into mistakes which
threaten to ruin their whole lives.

. e e . e -
Hiels's naivete anc curlosity cannot leave hin



totally blameless for his fall. He is conscious of his
action~-he "yields" to her--and this awareness damns him
even more. He realigzes in an earlier visit to Minor that he
ig not, in any way, a city-dwellers
A feeling of general dissatisfaction possessed
him. This was the firgst time he had spent
more than a few hours in town. He had often
had the same feeling before.
Cn his land he was masver; he knew just
how to act. Here in btown, people did wibth
him as they pleased . . . And the attitude
of superiority everybody assumed....They
were quicker at repartee--silly, stupid
repartee: and they were gquick at it because
they did not do much else but practise it....
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ﬁe wés iﬁpatient to get back to.the farmo...

Yet he walted where he had crouched down on

the bank of the little river. (8M, 89=90)
Niels returns to btown, however, and in the darkness of one
night, goes to Mrs. Vogel. Compelled by a naive morality,
Niels submits to her power and marries her. The fit of
passion which initiates their marifal relationship reflects
the shallow, unsteady morality which Grove associates with
the c¢city. A

Indeed, the desires of the city prove to be

superficial. Niels anc Cléra live a life of hate, loneliness,
and alternately, strained silence and bitter quarrelling,
after the initial physical attraction has weakened. To rid
himself of her diseased influence Niels must kill her (gg,
186=187). Niels's inprisonment for the murder is his
purgatory and his mind retains a semblance of order and
balance after it. When he returns to his landa, the city

has crept toward it inexorably, bubt his spirit, purged of
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its evil and bebtter for the humbling experience, seeks the
purity of Ellen Amundsen. They do not enter a springtime
of youthful, exuberant love, for they are middle-aged
people who have suffered much in their lives. They are
reborn, however, in a love which admits the pain of life
while demanding the strong bond of warmth to endure it:

Niels and Ellen will endure, will try to

rescue some of the Jjoy of living, but they

will never be able to erase the past.

Considerably battered, a little wiser,

expecting a lot less from life, they will

carry On.

Niels and Ellen go north in their love toward the

place of rebirth in Grove's northern vision. Such movement

is not only symbolic, but also geographical. Grove structured

Settlers of the Marsh so that Ellen, Niels's hope and

eventual love, lived north of him, and Mrs. Vogel, the evil
which lured Niels into degeneration, lived south of himj the

nearest city, likewise, as in Fruits of the Farth, was

relationship between the city and wilderness not only unites
each of Grove's novels through thematic consistency, but

also emphasizes the idea of the pure north and the redemptive
wilderness which is a significant quality of the northern

novel in Canacda. That Settlers of the Marsh begins in winter

and ends in late spring only signifies further the ultimate

hopefulness and vitality which Grove saw in Canada's northe.



64
ITT
The final trio of domestic northern novels, Wild

Geese, The Viking Heart and the first two parts of Where

Nests the Water Hen, differ from the other six novels under

discussion in this chapter because they possegs a consistent
undercurrent of hope, warmth and love. In spite of the
encompassing wilderness in nature and the cold inhumanity of
parts of socieby, the vision suggested in these novels is
predominantly optimistic. The novelists are not naive in
this stance-~indeed, they include much sadness and resignation
in their stories--—but they are simply aware that the warmth
of love between a man and a woman, or within a family or a
community can effectively withstand the threats of non-
being and loneliness in the wilderness. They see a vital
justification For man's existence on earth.

The physical and psychological wildernesses of

northern 1life in Martha Ostenso's Wild Geese are barren,

cruel and cold wifhbﬁtrsﬁéﬁréﬁ asééffi&e response. Mark, at
one moment, and Judith, at another, perceive the prairie's
threatening flatness and become aware of man's essential
loneliness, not only in the northern land, but also in life

20

itself.™ North connotes death, particularly, for Ostenso.

Whereas the Gare rarm possesses bthe semblance of life and
fertility with its flowing fields of flax, the muskeg north
of the farm is a symbol of death and ultimately, the place

of Caleb Gare's own desiruction:
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Before him glimmered the silver grey sheet
of the flax-~-rich, beautiful, strong. All
unto itself, complete, demanding everything,
and in turn yielding everything--growth of
the earth, the only thing on the earth
worthy of respect, of homage.

North of it lay the muskeg, black and evil
and potted with water-holes. (WG, 126-127)

With the opposition of the silver flax and the black muskeg,
Ostenso contrasts the south and the north within the
archetypal framework of light and darkness, good and evil.
Caleb Gare fittingly dies in the muskeg because, like -
it, he is an evil force of darkness. He is a creature who
pogssesses the coldness of the land itself. Ostenso
emphasizes that he "'is nothing but a symbol of the land'"
(¥G, 78), and he even walks stooped to the ground, "like a
thing that belonged infinitely to the earth" (WG, 126).
Caleb is a product of his northern environment; like Watson's
Mrs. Potter, he has repressed his human instinct and
internalized the lonely, impersonal brutality of the north.
Mark emphasizes this process of dehumsnization in his
explanation of his own idea of north:
"I spent some time farther north . . . The

silence is awful. 7You feel immense things

going on, invisibly. There is that eternal

sky--light and darkness-~-the endaless plains

of snow--a few fir trees, maybe a hill or a

frozen stream. And the human beings are

like totems-~=figures of wood with mysterious

legends upon them that you can never make

out. The austerity of nature reduces the

outward expression in life, simply, I think,

because there is not such an abundance of

natural obJjects for the spirit to react to.

We are, after all, only the mirror of our

envirommnent. ILife here at Oeland, even, may
seem a negation but it's only a reflection
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from so few exterior natural objects that

it has the semblance of negation. These

people are thrown inward upon themselves,

their passions stored up, they are

intensified figures of life with no

outward expression~-no releasing gesture."

(WG, 78)

Caleb, in his manic impersonal ambitionz symbolizes the
threatening cruelty of the land itself; like Falte, he broods
over his family and his land, permitting occurrences which
please him and stalling or perverting others which do notb:
"There was no outward emotion or expressed thought save that
which led as a great tributary to the flow of Caleb's
ambition" (WG, 75).

For the greater part of Wild Geese Caleb retains this

overwhelming power and dictates to nearly all the people in
hig family and community. Like the land, he snalches
vitality and hope from all living beings in order to satisfy
his blind desire to own. His desire to possess, like Abe
‘Spalding's, knows no bounds, but, unlike Grove's character,
Galeb stains his ambition with an active perversity and
malevolence which Abe never manifests. Caleb, for example,
greedily manipulates a wasted Anton Klovacsz in order to have
a few acres of hay (WG, 190-192). He similarly "possesses"
Judith and Sven, and Mark and Lind, by spying on their
brief moments of love and tenderness (Eg, 1655 185).

Caleb exerts his power most cruelly upon his familye.
He taunts Amelia with her indiscreet past (WG, 160-161) and

thereby diabolically compels her to do his bidding. She
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fears his vengeénce, his threats about Mark{ with an
overwhelming hopelessness and dread. Ellen does not show
the depth of fear which her mother does~=indeed emotion is
rare for her--but she does quietly accept her father's
tyranny: "She reasoned only as Caleb taught her to.reason,

in terms of advantage to the land and to him" (WG, 72).

fartin harbours thoughtts of rebelilion, but like Bllen,
represses his dreams and easesvback into Caleb's imprisonment
(WG, 209-210). All the Gares, in fact, stand before Caleb's
power, immobilized by fear, and apathetically dying under
his evil:

The reeds stood up straight and brittle. It
must rain soon. Lind could not bear the dry
dust on bthe reeds. Then she suddenly
realized that it was not the reeds that she
was thinking of, but the Gares. (WG, 93)

Although the Gares do, ultimately, experience
refreshment, they initially attemﬁt to remedy their lives
>falsely and inoompletely, Like Niels Lindstedt, they bury
fhemselves in work to numb the pain of their existence:

Work did not destroy their loneliness; work
was only a fog in which they moved so that
they might not see the loneliness of each
other.

Lind, observing the unbelievable amount
of work that was done by the women in the
Gare household, wondered what would happen
to them if they were suudenly bereft of
these endless duties. She realized that
it was only occupation that kept them sane
beneath the sneering vigilance of Caleb
Gare. (¥G, 533 209)

Amelia, for example, takes "refuge from deeper thoucht" (HG,
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uhderstands only one thing in his simple, youthful ignorance
and that is work (WG, 27). Ellen, to remove the painful
memories of Malcolm, decides almosf'immediately, in a
suppregsion of emotion which appears to be a reflex action,
to "take the clothes in when she got there, and dampen and
roll them up for ironing" (G, 1Y&). As momentarily
therapeutic as such labour acts for the Gares, it eases then
into a habit of submissive escape which will only

neutralize their vital humanity to a greater extent.

The title of Ostenso's novel suggests the significant
connection between the geese's periodic flights north and
gouth and the Gares' manifestation of the painful human
condition. HMark comments, particularly, that "'Wild
geese « o o they sound as if they know . . . something about
being alonet'™ (ﬁ§7'49)e The Gares, chained to the land by
Caleb's will, exemplify in their northern life style the
lahélihess of the”birdé flyiﬁg ﬁérﬁhe féfﬁheét re;ches of ﬁhe
north. Both the birds and the Gares eventually inhabit "a
region beyond human warmth . .  beyond even human isolation®
(WG, 32). That the Gares remain disbtinct from each other
and interact only through disgust, cruellty or passive
subservience clearly emphasizes their lack of warmth, their
unenviable achievement of the northern extremity of

psychological cold and barrenness.
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If the wild geese flying north inspire fear
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few hearing their cries, the complementary movement of the
geasonal rhythm, the southern flight in the'fall, would
symbolize hope and a meaningful future: "Far overhead in
the night sky sounded the honking of the wild geese, going
south now...a remote, trailing shadow...a magnificent
seeking through solitude...an endleés quest" (WG, 239).
This witnessing of the c¢ries of the geese seems to indicate
the hearer's heightened awareness of his place in the scheme
of things. Caieb, significantly, never acknowledges them;
immersed in his selfish search for profit and land, he
remains confined in the narrow '"seasonal' vision of work and
money from which Grove's Niels Lindstedt finally becomes
liberated. |

A man need not "go south" for self-justification and
warmth in body and spirit because pockets of love do exist
in the north. The couple who spearhead the attack.on Caleb
- Gare's cold northern tyranny are, significantly, city-
‘dwellers who bring the vitality and confidence of the “south"
to the Gare land. Both Lind and Mark are clearly aliens to
the wilderness ruled by Oaieb, and it is they who transcend
its evil and loneliness most:powerfully in the end. Lind,
particularly, acts as a catalyst and urges Judith to realize
her dormant desires through an escape to the city with Bven.
Ostenso does not emphasize Lind's direct influence on
Judith, but she does hint at Lind's capacity to calm Judith's
despair and give her some hope (4G, 158).

Ostenso is also careful to designate these possegcsors
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of the "city" consciousness—-Lind, Mark, Judith and Sven—-

as the sole figures who are able to triumpﬁ over the

wilderness. All four find happiness in the city. The

beneficence and creativity of Ostenso's vision of the city

and community life is there captured in the birth of Jﬁdith's

child. Ellen forsakes her opportunity to enter into love

and the commuinal life~w=albeit with only omne other perscn,

Malcolm=~—and femains alone and cold in her resigned endurance.
With her inclusion of not only Ellen's stoic

gurvival of the cold wilderness, but alsgso other varieties

of Grove's '"new hoPefulness",21

Ostenso effectively brings
together the two viable and meaningful responses to the
northern environment. With this Juxtaposition of the
different reactions, the elffectiveness of each for man in
his battle with the natural, social and psychological
wildernesses of existence may also be objectively judged.
The Bjarnassons, in the closeness of their family

ties, represent Ostenso's reflection of the tight family
unit also symbolized by Roy's Tousignants and Salverson's
Iindals. The Icelanders represent a breed of people
accustoned to the endless battle with an unyielding,
threatening wilderness. The warmth of their life together,
however, testifies to the strength of their love:

There was a welrd poetry in Hathias' telling,

a great rhythm of melancholy rcomance. He had

lived much in communion with solitude, and

had come to know that there is an

unmeasurable Alone surrounding. each soul, and
that nameless and undreamed are the forms



that drift within that regioha So that it
was well for the members of a great family
to cleave together and so ward off tThe
nenaces and the dreads of the great

Alone. (WG, 46--47)

Ellen, too, must face ”the great Alone", buﬁ she
rejects any aid in her resistance. For -all her brave
endurance, herlonely "victory" is a bitter one. An
opportunity for wurmth within the cold of the noroh presenbs
itself to her, but she fails to act; her tragedy is this
refusal: "Perhaps it would have been delightful to have
gone away with Malcolm. The northern lakes would have been
deep and blue, and thesre would have been infinite rest
beside them at night, under the stars" (WG, 216). Why Ellen
behaves this way 1s sadly mysterious. Her only display of
human feeling occurs on Malcolm's return to the Gare farm,
and even at this innocent moment, she represses her natural,

healthy response (WG, 136). This refusal to acknowledge her

natural tendencies consbtitutbtes the drawback to her stoic

-

éﬁdﬁrancéiéhdwthé eséehcé 6f hef pébéonéirtrége&y;
Mértin's response, like Ellen's, is not an active
one, but hig repression stems from an innocent, child-like
fear of Caleb's evil power. Martin, for most of the novel,
turns to menial work to release his creative energies:

"Martin, i1t must be wonderful to make
things--and mend them, with your hands,"
she ventured. Martin talked so little.
He had not yet voluntarily addressed her.
"' Maint so wonderful--got to do it in
any kind o' weather," he manazed to say.
His long, dull face became suffused: he

intently inspected another shingle.



Loor Martin! A{v twenty he understood
only one thing: work. (WG, 26-27)

He is a simple youth who seeks to harm no one. He dreans
of creation in which he might selflessly build a home for his
family, but he nearly always delays the assertive
communication of these desires:

But Martin was a builder born, and the dream

reared itself in his minc and would nolt down.

He resolved to approach Caleb when the women

were not around. He would wait until he saw

what the end of summer brought. FEven if the

crops failed the cattle should bring

something, and Caleb was keeping far too many

horses in pasture now. He could well afiord

to build in the spring. (WG, 93)
That he at least dreams of creation is, nevertheless, a
credit to Martin's humanity. When Caleb aies, Marcin is
free to make his own life. ILiberated, he obtains plans for
the new Gare home on his trip to Judith and Sven in the
city (#G, 238).

Judith, moreover, in her open, natural rebellion %o
Caleb, achieves a freedom which Ostenso seems to exhibit as
the most precious accomplishment. Unlike Lllen, who endures
Caleb, and Marvin, who submits to him, Judith symbolizes a
vitallity and depth of feeling which clearly marks her off
distinctly from the rest of her family (WG, 90; 224). The
passion with which she grapples with Sven exudes a physical
power and life which transcends Caleb's cold, relentless
cruelty:
30 they wrestled. Jucith was «lmost as
tall as Sven. Her limbs were long, sinewy,

her body c¢uick and lithe as a wild-cat's.
Sven, who started the tussle laugbhing, could



get no lasting grip-on her. She slid

through his arms and wound herself about

his body, bringing them both to the

earth . . . She threw herself upon hin
violently, almost somersaulting over his
shoulder, freeing her arm with a terrific

jerk . . . Her eyes were blazing, her

breath coming in short gasps. She lashed

out with her arm, striking him full across

the face. While Sven, half stunned from

the weizht of the blow, was trying to
understand the change in the lssue, she

hurled herselr against him and he rell to

the earth under her o . . They were no

longer unevenly matched, different in

seXx. They were two stark elements, '
striving for mastery over each other. (WG, 85-86)

Judith, in fact, does not fear her own essential nature.
She lets her passion rule her in the same elemental way in-
which the sinmple waltz music possésses her: the trance into
waich the music places Judith reflects the fundamental
power of beautiful music over her sensitive human spirit
(G, 95). Only rarely, and with great pain, does Judith
manage Lo suppress her nature momentarily. She finally
seizes the opportunity to act, and achieves a final freedom
ih the débisibh té”rﬁﬁ torthé éit&@r Thére, she realizes her
creative power in the conception of her child by Sven.
Whereas Judith must dramatically achieve her freedom

within the bounds of Wild Geese, Lind and Mark, as members

of the liberating city consciousness, always triumph over
the wilderness centred in the land and the character of
Caleb Gare. Their love for each other creates a warm

community of two within the northern wasteland; they

5}

transcend the limiting seasons and achieve a mneaning which
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all other characters, except Judith and Sven, do not:

It was the honking of a belated wild goose,

the last to fly over the iand to the hali-

frozen marshes of the remoter north. Lind

and Mark listened, standing still, then

looked at each other. Suddenly, it seemed,

the air had cleared, and the night stood

over them, wide, 1n¢1r1be, transparent as a

strange dream. (WG, ©6)
Mark and Lind must come together, however, to obtain this
trivmph. IEllen refuses to join Malcolm, and in doing so,
refuses to grasp her freedom. Caleb not only rejects other
human beings, .but also acts to enslave them under his
ambition; his deserved fate is a total physical immersion into
the land which had already claimed his spirit (WG, 237).

The important gquality found in these liberating
human relationships is tenderness and love. The characters
in these northern novels, isolated from each other by the
impinging barrenness of the wilderness, can only achieve
meaning in life by coming btogether, by recognizing and
satisfying the basic human need for love:
Lind felt humble as she heard the wild

geese go over. There was an infinite cold

passion in their flight, like the passion

of the universe, a profound mystery never

to be solved. She knew in her heart that

Mark Jordan was like them-~that he stood

inevitably alone. Bub because of the

human need in him, he had come to her.

It warmed her to dwell on the thought. (MG, 2%9)
Together, Mark and Lind have hope for the future: in spite
of the wilderness which can exist everywhere between people=-

independent of a naturally hostile environment--~they

ther to wliom they can look for love
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and self-justification.

As Mark and Lind survive through their love, and as
the Bjarnassons endure the coldness of the north through the
warmth of their family ané heritage, so Laura Salverson's

Icelanders in The Viking Heart struggle constantly against

the elements and the injustices of society. The bond of
love between Bjorn and Borga, the sencitivity of RBalder, and
the selfless sacrifices of Elizabeth and, particularly,
Thor, are all valid, optimistic responses to the cold
impersonal environment which permit them to achieve
meaningful lives. The final vision of the novel, in spite
of the many evils and painful trials, is hopeful:

we read in the comfortable assurance that

everything is going to turn out all right

in the end; and at the same time fall

victims to the illusion of reality which

Mrs. Salyerson with considerable skill

creates.

The Canadian wilderness into which the author
plunges her characters is, indeed, simply an extension of
the threatening landscape which forced their original
emigration from Iceland. The Halssons are not struck by
the coldness of the Canadian north, for they are accustomed
to such a climate, but by the loneliness of the desolate
land. Their new lana, in fact, immedilately destroys the
unity of their family by necessitating the departure of
Borga with the Scot and his wife. The sparseness of
settlement not only causes this loneliness, but also

prevents frioguent communication for the family across the
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wide expanse of the north. Borga only learns of the death
of her father and sisbter two yvears after a plague sweeps
their settlementﬁ5 Wrapped physically by snow and
spiritually by the repressive loneliness, northern settlers
must struggle against the elements for a semblance of
meaning and vitality. Only through this involvement can
they break out of the "winding sheetl of white silence" (Vii,
54) which promises a stifling death of both body and spirit.

Lokl Fjalsted, like Ostenso's Caleb Gare, enforces a
cruel savagery upon his femily which reflects the impersonsl
znd sterile northern environment. ILike his namesake in
Norse mythology, Loki "creates" disorder and mischief,
physically mistreating his criﬁpled son (VH, ©69) and driving
his wife into a lenglthy madness and disorientation by his
heartless malevolence. This mistreatment not only destroys
any vestiges of a family unit for Loki, but also forces hin,
in his shame, to seek a greater isolation from his neighbours.
fmméréed'in hisrwofk, Toki bliﬁﬁl& retreaté deeper into |
himself, disintegrating psychologically as he realizes more
and more the extent of his inhumanity. Soul-searching so
inspired by tragedy, like the selfnexaminations of Philip
Bentley, Daniel Ainslie and Niels Lindstedt, all ine#itably
lead toward selfmannihilation; the movement only ceases when
true sympathy--or at least some act of selflessness—-
intrudes to light the path back out of the cramped self.

Loki unfortunately pursues the destiny of his name to total
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division, darkness and death.

Even Borga, seemingly protééted from life's cruel
element of chance by a loving husband and family, must endure
a loss which nearly knocks apart the foundations of her
existence. The death of Thor, by.its impersonal blotting out
of not only a loving son, but also a kind doctor devoted to
mankind, makes Borga guestion the exictence of God. Ier own
dilemma is understandable and Justified, but her brief
hatred of Creation darkens the lives of her family and
neighbours with i1ts self-centred grief. Only awareness of
another's equally deep and valid sadness frees Borga from
her sorrow and permits her to resume her life renewed. She
comes to see Thor's death as necessary for the preservation
of freedom. Out of Thor's death Borga realizeg her part in
the scheme of things, man's intimate relstionship with his
God: | |

Was that it, then? A sob caught her throat.
. _Had she been so busy working for the daily

bread that this other, this spiritual

necessity, had escaped her « . . Had he died

that she might find her soul? (VH, 225)
Out of Thor's physical death comes Borga's spiritual birth,
and the essential optimism of Mrs. Salverson's vision of 1life
in Canada. DMore aware than ever of the c¢yclical rhythm of
life, Borga looks forward to death as a beginning, the door
to a new life. The birth of Thor the Second graphically

exenplifies the renewal of the cycle: as they hoped for a

fulfillment and Jjustification of themselves in Thor the
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First (VH, 62), so they shall begin again to place hope in
their grandson.

Salverson does not possess similar optimism for the
relationship between the city and the wilderness, however,
but rather presents an ambivalent attitude, oscillating from
the pretentious selfishness of an urbanized Ninna to the
growth and opportunitj found by the Johnsons, Thor, Buldexn
ané Elizabeth in the city. Ninna,‘on the one hand, owns
"Something of the serpent's wisdom" (VH, 186) in the
coguettish manner by which she lures not only the young
doctor, but also the sensitive Balder and "other poor
simpletons" (VH, 205) into her service. She uses her
family, like her suitors; to gratify her vanity, and such

A

shallow self-centredness only serves to divide the once
whole family. Borga speaks to her with an unaccustomed
cruelty and bitterness (VH, 205)7-and Bjorn must promise to
agk Ninna to refrain from making so0 many demands of her
mother. WNinma's whole world revolves around titillating
superficialities, however, and no words from her simple,
rugstic father can take hervmind from her selfish pursuit of
her day-to-day pleasures.

Ninna, for all her staged emotions, remains essentially
heartless and "unimpéssioned” (VH, 263). She understandably
denies her parents the right to attend her wedding in
Winnipeg. She is ashamed of their struggling life in the

wilderness, oblivious, in her selfishness, of the nobility of
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that incessant struggle. - The pursﬁit of worldly
pogssessions, what constitutes the méterialistic short-
sightedness of Niels Lindstedt, Abe Spalding, Chris Rowe
and Caleb Gare, is Ninna's sole hope for the future. She
marries to be a rich man's possession (VH, 269), having
failed to experience the selflessness of true love. She is.
an alien to her loving parents, and her Icelandic heriteage
of generosity and hard work; indeed, "To the Lindals, Ninna
was dead" (VH, 277).

Ninna's self-centredness preordains her fall in the
city Just as the honesty and sensitivity of Elizabeth, Thor,
Balder and the Johnsons foreshadow their material success
and happiness. The Johnsons, in their newly furnished home,
attain a prosperity unknown to the Lindals, who dwell on
their farm in the wilderness. Elizabeth and Thor, the
former skilled in dress design and the latter born to study
and to help others through medicine, both achieve their
éreaﬁs in a éity teeming with dppébtuhity,” Baldef, |
possessing a peculiar receptiveness b0 nature and the
ability to express his resultant deep feelings on the
violin, receives instruction in the city which gives
direction to his imagination and érepares him for a life
devoted joyously to music.

Salverson's inclusion of so many promising children,
stabilized in times of trouble by the unitive love of the

parents, or the touching, boundless sympathy of Sjera
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Bjarni, leads the novel to its inevitably hopeful conclusion.
The major response to the wildernéss for Mrs. Salverson,
clearly, is not resignation, but rather optimism through
love, creativity or the selfless service of others. Sjera
Bjarni, in his kindness and wisdoﬁ, speaks for all of Mrs.
Salverson's true lcelanders when he says

"it is little benefit to despair of the

outcome. It is for us to struggle, to

bear all the hardships as best we can in

order that our children may have it easier

than we. There is but one hope, one

liberator for the poor. It is education."

(VH, 110-111)

The power of the priest's selfless love for all even
effectively stifles the belligerence of Loki Hjalsted. His
concern for the Fjalsted family goes beyond mere performance
of priestly duticecs, for it seems Tthat the northern people
know the necessity of caring for their neighbours; Salverscen
vividly emphasizes the therapeutic power of such sympathy
through the startling rebirths of Anna Fjalsted, upon the
death of Loki (VH, 218), and Borga, upon seeing the grief of
another bereaved woman (VH, %21). Surv;val is contingent
upon such communal awareness and reliance. The Lindals'
home, for example, becomes at times of flooding "a pretty
well=filled ark" (XE, 14%) because'of its situation on a
hill. This unity of purpose is a way of life among the
northern people, not Just manifested during natural or family
catastrcphes, They have a very human reason for struggling

in this new land which makes their pain and labour
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worthwhile: "They were still all poor but they were working

for home and children and the betterment of self" (VH, 79) .
Thor also contains this innate streak of courage

and generosity. Rather than immersing himself in pity when

hail destroys both the wheat and ﬁis chance to go to college;

he immediately realizes his mother's disappointment and runs

I3

to comfort hery his concern for her undoubvedly dispoels any

regrets that he may have felt at the moment. This
indomitable optimism and good will is Thor's way, and it is
almost fitting that he should die in the service of others.
Like his namesake in Norse mythology, Thor's fate is war
and thunder; the strength which he possesses is not the
strength of destruction, however, but the strength of will
to meet bravely the disasters of existence. Upon Thor's
death, his beloved Margaret resolves to become a nun and
is, thus, reborn to serve others in his memory: "'He used
to say I was born to comfort people . . I think he would
like it'" (VH, 317).

Elizabeth and Balder, both of whom likewise sacrifice-
self-interest to serve members of their families,
deservedly achieve acclaim in their respective carcers.
Their sensitivities to others groQ9 in spite of material
success--Balder through his music and Elizabeth through her
unrequited love for Balder. Salverson eventually draws the
two children together in a scene which, however melodramatic

it may be, does indicate the ideal quality of this union of
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s . 4 i
two, sensitive, loving, selfless peOpleng’ Balder and

Elizabeth are youthful counterparts of Bjorn and Borga, a

couple whose tenderness underlies the whole of The Viking

Heart and helps to unify the author's vision of love and
hope in Canada.

Gabrielle Roy's wWhere Nests the Water Hen is neither

a fairy tale nor a romuce like he Viking nesits but the

mood of its ending still affirms the value of the selfless
struggle in the northern environment. The wildernesses
encompassing the Tousignants are much more real than those

in The Viking Heart because Roy evokes so sympabthetically the

pain of the conflicts ana the puzzling irony of many of the
resolutions. That the Toﬁsignanﬁsq particularly Luzina,
continue to seek a meaningful life in the harsh north
tegtifies to their inherent courage in their confrontation
with the incessant threat of the élementsc Since this
chapter concerns only the northern novel of the domestic

-

type, the discussion of Where lests the vWater Hen will be

restricted to the first two divisions of the book, with the
treatment of the last section limited to a general conment
upon the role of the Tousignants. The Capuchin's migsion,
in spite of its involvement with communities and femilies,
is essentially an individual qﬁest ano will be discussed
in Chapter Three of this fthesis.

The scene of Roy's novel, an island in the Little

Water Hen River in northern Feanitoba, is, typical for a



northern novel, lonely and cold. As [uzina crosses the

plains with her new baby, she describes the track which

they follow

"as completely frozen as the fields, as

all the countryside, flat and lifeless.

At times it stretched out like a congealed
pond, blue and level . . . the wvehicle
plunged, reared up, crashed down again in
a straining efifort svrange to behcld in a
landscape s80 broad and UulbbanOe“5

Iuzina and her ever-increasing lamlly do, indeed, inject
vitality into their natural environment, even though it is
topographically not much more than an "empty horizon" (WN#H,
16). Such an observation is part of Tuzina's every-day
experience, nocablygvbecguse struggle is the essential fact
of her life in the north:

The Tousignant dwelling, with its thick
walls, 1ts squat length, its small
windows near the ground, was the first
house the northwest gale encountered on
its Jjourney from the Worth Pole. The
gale belaboured it furiously, as though
there were some absolute need to make

. an example of This spearhead of man's
encroachment. (WEWH, 93)

The physical struggle for survival is a constant concern

for Luzina and her family, but the psychological threat of
the land becomes more meaningful for her when she inspects
the map of Manitoba. She vividly realizes the insignificance
of her world: |

Then Manitoba seemed to her to grow bored.
S0 vast, so little bestrewn with numes,
almost entirely given over to those wide,
nah@d stretches which represented lakes
and uninhabited space! Ejmptier and
emptier, bare paper without a printed word,
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the farther you went into the North . . .

S50 vacant in that portion, the old map

seemed to want to take vengeance on

Luzina. In large letters it bore the

name Water Hen River. It was silent,

however, regarding the existence of the

"island in the Little Water Hen. (WNWH, 90)
As Luzina's eye moves north, it becones impressed more and
more with the barrenness and loneliness of the environnment.
The empbiness of the map of her home startles her with the
shock of her smallness, her apparent non-existence, in the
larger scheme of things.

Roy, in fact, makes Luzina vividly aware of the
universal rhythms of ebb and flow which encompass the human
race. Iuzina recognizes, through her sensitivity to the
seasons, the cyclical movement of existence~-~the inevitable

alternstion of good and evil, hope and despair, and Joy and

sorrow. As Grove begins Settlers of the Marsh in winter and

concludes it with a redemptive spring, so Roy utilizes the
seagonal flights of the geese to make her heroine aware of
both the beginning and the ending of the amnual cycle. The
geese initially fly south before Luzina in the novel,
signifying the approach of winter, natural death and
isolation:
Once more the ducks had started their long
flight south. The wild geese also strung
their way over the island, coming from even
more secret retreats in the North . . . Sadly
Luzina saw the coming of another torpid
winter. (WHWd, 29; 30)
The coning of spring signifies liberation from

this confinement, on the other hand, and the wind from the
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south permits not only the release of nature from the bonds
of winter, but also the uplifting of man's isolated spirit.
The geese, too, come back:

Another cold wave had been expected, butb
during the night Luzina spent at the

settlement store a south wind had blown
up. Almost warm, soft and damp, a wind
swollien with hope--at any other time it

would have rejoiced Luzina's heart. With
this wind returned . . . the whole great

aquatic tribe, exquisité companion of

spring and of man's assurance throughout

these faraway realms. (WNWH, 26)
Roy blurs this distinct opposition between north and south
within the seasonal rhythm when she describes Luzina's
mixed feelings about the arrival Qf the schoolteacher: at
first, "civilization, progress, were blowing in this
direction like the thawing spring vreeze' (WNwH, 44).
Whereas Luzina's initial reaction is joyous and hopeful at:
the coming of the educational opportunity which will liberate
her children from the north, she later views this arrival
gs an intrusion upon the life of her family.

Gabrielle Roy's vision of the city's expansion

into the wilderness is, indeed, paradoxical, because she sees-
urban values as, alternately, beneficial and corruptive.
Luzina reverses her view of education when she herself
begins to lose as much as the children gain. She comes to
see the north in her lonely disappointment as a pure, clean

existence which has been “invaded[@y thé]refinement of the

South" (WNWH, 44), and diseased by "“the ancient illness with

RN
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that is; ambition to achieve prospérity through education.
The children, indeed, become better educated than Luzina
could have imagined, but she, in the process, is bypassed:
"Now she remained behind, and it was the children who were
leaving. After a fashion, Luzina was seeing life. And she
could not believe what her stout heart told her: already
life, to which she had given so sbundsuotly, litble by litvtle
was leaving her behind" (WNWH, 87). Like the birds who fly
soubhward to escape the winter, Luzina's children leave for
the opportunities which, apparently, can only be found in
the city (WNwH, 80). ILuzina's power is limited by her
capabilities, however, and she cannot keep her children at
home: "She could no longer keep up the pace. She had more
children, but at far greater intervals, and soon it seemed
that that was finished. The children, however, continued
to go their ways" (WNwH, 87). Luzina is left behind, fated
to pursue her northern life in loneliness, incessantly
%fitiﬁg‘torthé Childfen who iive far away in fhe éity (ggﬁg,
42).

In spite of luzina's reéignation at the departure of
her children, the overall tone of the novel ié optimistice.
Tuzina is a type of nurse, an ”eafth mother",26 devoted to
making people aware of the joys of life. Roy captures her
physically as the spark of vitality in the cold north, "the
temperature thirty below zero, her cheeks aflame” (ﬁgﬁﬁ, 52)

Iwzina is the central figure of her family, and th
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Water Hen region, unifying them both by her love and by
her creative trips to Rorketon almost ever& year.

The family stands alone in the wilderness, but
because it 1s a family, their home is a protective
"sheepfold" (WNWH, 43). ILuzina encounters greater numbers
of people in Rorxeton, but the presence of her loving
family-~even in ite isolatlone-is more veassuring and warm:
"Nothing seemed to her warmer or more human than that lonely
.grey house which . . « looked out upon nothing except the
quiet and monotonous Little Water Hen" (WNWH, 20). The
Tousignants are, typical of the loving family in the cold
north, "united in their isolation" (WNWH, 19). Roy's
descriptions of the domestic scene, the most tender being
Hippolyte's gathering of his chilaren upon his rocker with
him (WNWH, %0), emphasize the unitive love which effectively
resists the hostile environment. The Joy and warmth of the
regional celebration in Part Three conclude the novel on a
}itting note of communal happiness. ILike Laura Salverson's
Lindalsg, who guietly and honestly comfort each other
throughout their lives, Hippoljte and Tmzina glow with the
happiness of carefree "renewed youth" (WNWH, 159) as they
dance together. They live amid the lonely northern
wilderness protected by the love which each feels for the

other ana for humanity.

Such warmth and love clearly constitute the only
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optimistic response to the harsh environment in the domesgbic
nbrthern novels. Driven to shelter in a family or a
community by a wilderness threatening physical and
psychological non-being, nocrthern man‘must turn to his
neighbour, or hig wife, or his child, for self-justification.
The significance of the awesome wilderness for the northern
novel igs clear; the titles ol the novels often contain

hysical features or seasonal gualities: Settlers of the
pny

Marsh, Where Hests the Water Hen, Fruits of the Harth, and

Wild Geese. The most devastating struggles with the

wilderness do not involve physical hardships, however, but
the emotional, social or psychological conflicts caused by
undergoing the northern experience alone. Philip Bentley,
Caleb Gare, Daniel Ainslie, Theophil and Abe Spalding, all
have families and friends, but they commit themselves to
false goals which do not admit other human beings. Only
?hose who develop a deeper gympathy for other men survive
and pﬁréue haﬁpy livéss 7 |

The domestic northern novel is by no means
unrealistic because of its essgential optimism. The novels
already discussed elucidate vividly the problems of.the
human condition. Through the use of nature and its seasonul
cycle, and the relationship between the city and the
wilderness, northern novelists make their characters
painfully éware of death and the impersonal--sometimes

actively malevolent—--qualities of existerce. The novelists



89

simply pursue the cyclical rhythm of life around its full
curve until they glimpse the beginning again. Buch
"hopefulness" does not make Canadian writers of the north
dreamily romantic and naive, but simply more aware, in the
starkness of their physical and péychological wildernesses,

of the fundamental nature of existence.



CHAPTER THREE



Unlike the novels of Chapter Two, which focus upon
the members of a community, a family, or a couple, the
northern novels of the third chapter concern the struggles
of individuals who seek alone the meaning of life in the
north. The answers sought by the solitary figures of the
five novels under discussion in the first two sections of
this chapter contain loftier, more inaccegsible conceptions
of happiness and peace than were emphasized in the more
mundane, domestic ncvels of the last chapter. Roy's Pierre
and Grove's Len Sterner, for example, whose stories in The

Hidden Mountain and The Yoke of Life will be discussed in

the first section of this chapter, only achieve respite from
their struggles against nature and the conflicts within

- themselves through the peace of death. The bequests of
vitality which justify the suffering of their lives seem
ins;gnificant, however, because theirrinflqence upon other
human beihgs is iﬁdirect and unintentional.

The novels of the second section, The Cashier, Music

at the Close, and Who Hag Seen the Wind, also focus upon the

significance of death to man, but the central characters in
these novels have the opportunity and the capacity to
create, in turn, a vitality and hope in others which make

death a meaningful act. Alexandre Chenevert and Neil Fraser

950
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actually die, but they succeed in leaving warm memories of
courage and love. Brian, the boy coming to awareness in Who

Has Seen the Wind, experiences the pain of loging loved ones

in death, but he grows from such experiences by learning to
accept them as part of the impersonal cycle of existence.
Brian i1s distinet from Alexandre and Neil, significantly,
because of the naiveté of nany of his childish beliefs and
actions, but, in all three novgls of the second section, love,
life, and warmth evolve directly from experiences with the
harshness of reality.

The third group of novels in the Third Chapter, Over

Prairie Trails, the third part of Where Nests the Water Hen,

and white Nesrcissus, emphasizes the optimism on the real,

human level which is possible for the individual in the
northern environment. It is significant in such novels that
the warmth and self-justification are achieved only when the
character serves or loves some other living being. Grove,
fof\éxample, in the diary of his journeys, exprééses'love
for nature and feels comfort in his waiting family. Father
Joseph-Marie, Roy's Capuchih, desires to spread love to the
comﬁunities in the farthest regions of the north. Richard
Milne liberates a land seemingly barren with-the pervasive
sterility of one family,q and comes to achieve a love which
he has long sought. The resolutions of the novels of the
third group are closely liﬁked, clearly, with the

affirmations of community and family which are essential to
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the domestic northern novel, but the emphasis still lies in
all the novels of Chapter Three upoﬁ the quest of the
individual for meaning in the north. The validity of the
quest, however lonely it may necessarily have been, is

contingent upon the unitive and reparative powers which the

struggle intentionally releases.

The Yoke of Life and The Hidden Mountain muset

necessarily concluae with the deaths of the protagonists.
Gabrielle Roy's artist, Pilerre, achieves such a precise
vigion of the essence of life in his mountain that he must
die hefore capturing it on canvas. Pierre rightfully
pictures himself in his self-portrait as a type of "primitive
divinity",2 but such pretensions cannot be fulfilled wholly
without death. To create such an essential and meaningful
expression of 1life, as Pierre hopes to do, is not an
accomplishment available to man or God-made-man--for even

Christ had to die to complete his mission. To approach

godhead, as Pierre does in the final pages of The Hidden

Mountain, and to persist in trying to encompass it, is
sacrilegious and dooms the offender to death. Man cannot
suffer the presence of pure divinity for more than a brief
time, and live %o describe it.

Grove's Sterner, chained within himself by an

imagination which refuses to admit hard truth and reality,
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succumbs to life's incessant threats and pain, and escapes
tﬁrough suicide. Such a decision seems ignoble and selfish
when compared with the arduous struggles waged by Abe
Spalding and Niels Lindstedt, but death is really Len's only
path to freedom. Grove emphasizes, clearly, in the passages
describing the suicide, that Len and Lydia achieve a
security and peace in death's obliyion which life never
offered to them.

The setting for The Yoke of Idfe is the lake district

of northern Manitoba, a scene which, typical for a northern
novel, is a wilderness which threatens man both physically
and psychologically. Kolm, Len Sterner's step-father,
bluntly and accurately states that "'This wilderness . « .
ealts us up'",5 Kolm's observation is almost prophetic,
because the elements become his destructive and merciless
eNnemy. Initiallysla winter landscape, "ice-cold, windswept,
and hostile" (YL, 26), stark beneath "the indifferenqe pf
the sun" (I£,726), is inhuman and threatening in its mere
existence. Man feels a deep fear through mérely living in
the northe.

Nature becomes much more like a malevolent force in

The Yoke of ILife, furthermore, when it endangers the farmers!

livelihood on the land. In a scene recalling the storm in

Salverson's The Viking Heart, hail crushes animals, crops

and homes in a sudden storm (YL, 59-60). The flood in the

slough, similarly, which drowns Xolm's horses or leaves then



to be easy game for the wolves (X&, 197&205), makes the
farmer sensitive to the futility of struggling against the
overpowering, incessant elements,

Len feels at the lumber canmp, too, that the forest
at night appears "like a towering scaffold" (YL, 97). A

Grove's nature in The Yoke of Life inspires fear like

Watson's Coyobte, threatening man with physical death and
spiritual non-being. Man is constantly unsure of his life
while inhabiting the northern environment. ILen's advice to
Liydia that she should "'Get used to the presence of death'™
(1£9 309) is significant counsel for the northern settler.
Such uncertainty, well founded on the sudden, random
eruptions of snow, hail, or water, is the essence of the
northern consciousness. A settler living alone, without the
confort of another living being-—-whether it be human or
aninal=-to Jjustify his solitary existence, is eventuvally
overcome by this tension and dread. The conétant>suppression
of\feelings in the face of such an aﬁesome landscapé forces
the settler deeper into himself, gradually removing any
sense of real, warm, selflesshumanitarianism;qr He becomes
"bushed”,5 unable to see or feel the vitality and love which
could liberate him from his deep-seated fear. His only
vision of escape and peace becomes, as for Len Sterner, the
darkness of death.

The threats of the landscape, if not adequately

resisted by a unitive action among members of a community or



a family, also prove detrimental to man's spirit. The
sferility of the farmers' marriages, reflected vividly in
the wives' frequent miscarriages,6 is a direct result of the
strugyle to survive in the northern'environménta Driven to
help their husbands in the fields, and to satiate their
passions in bed, women such as Len's mother become trapped in
an endless cycle of fatigue, pregnancy and miscarriage; if a
child happens to survive the gestaﬁion period, it might,
nevertheless, because of inherited weakness, die shortly
after being born (YL, 149). Such recurrent tragedies fill
marriages like the Kolms' with tension and bitterness. Mrs.
Kolm often ignores her husband (YL, 19); the husband, in
turn, rules the family strictly, often threatening his wife
with an authority which echoes the tyranny of Ostenso's
Caleb Gare (YL, 24). -

" The effeé%ﬁof‘the,ﬁorth:ﬁpénkLeﬁ is more subtle than
the tension bétWéen his'@arénts, but it is still faréreaChing
inQifs power. In spite of longings for union witﬁ ahothef
being (YL, 67), Len finds pleasure in solitéry comunions
with nabture, "undisturbed by any human nresence" (X&, 65) .
forced deeper and deeper into himself while in his innocent
adolescence, Len gradually places more faith in his
imagination.than in everyday reality. He mistakes a deer
for the imaginary unicorn, but soon "the rational explanation
of what he had seen fell away; the vision itself remained"

(YL, 70). DTLen shortly thinks, when he sees Lydia, that
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"Reality excelled all visions" (YL, 73), but such a statement
is self-deluding. Len's reality comes %o evolve from his
own dreamy imagination, and the resultant importance of his
own beliefs eventually denies him, in his innocent, self-
centred loneliness, any capacity for warm contact with
other human heings.

Len initially distinguishes the Lydia of his
idealistic imagination from the Lydia who becomes progressively
more materialistic and coquettish in her letters (YL, 133=
1%8), but he graduslly falls prey to his own misguided
thoughts. He acknowledges the ever-widening gap which Lydia
is placing between them, bult demands, nevertheless, their
ultimate wnion: "They were equinascent, of equal rights and
equal worth; and whether she saw it or not, they fitted
together" (YL, 166). Len turns to esoteric philosophies in
his contemplation of Iydia because he cannot accept wholly
the reality of her shallow character. His imagination
offers a suitable, comfortable surrogate:

At last he sought refuge in an artifice.

He saw Lydia etherealised, de-carnalised;
she was FMiranda; she mlsht have been his
redemptress. He ploiu¢ea her as she had
loocked when Dick Jackson was speaking To
her. =She had held back; she hda shown the
man thmt contempt which Len should have
gshown him . « » In order to Justify his
condemnation of the world, he needed to
idealise her : . . She must be enshrined

so0 that she might save him . . . The spirit

in him needed reincarnation and found it in
a fiction of her. (YL, 178)

Len permits his life to be determined by his imagination.
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Lydia is no longer a real person, but rather a distorted
creation of Len's mind. Such "concern" for aﬁother is not
sympathy or love, but selfish, neurotic manipulation of
reality.

Imprisoned by his imagination so completely, Len
eventually becomes obsessed with his ideal vision of Lydia,
and wildly stalks the streets of the city in search of her.
He finally locates her, but for the first time, he caﬁnot
deny the distance between his imaginings and her objective
reality: "between them stood something which was enormous as
the night" (YL, 304). Grove's image is significant, because
young Len's constant loneliness in the awesome northern

envirounment may well have been the cause of hig increasingly

o

eep penetration of his imagination. He has denied the pain
of reality so often that the stark confrontation with Lydia
the prostitute impresses him deeply with- the futility of
living in a world totally alienated from his drearﬁse Peace
may ohly come with death; |

The mancer in which Grove structures his novel
emphasizes the inevitability of Len Sterner's fate. The
four stages of Len's life, "Boyhood", "Youth", "Manhood",
and ”Death“,»emph&size the cjclical rhythm of existence of
which northern novelists seem very conscious. Grove
indicates that, even with the daeath of Len 3terner, life is
reborn in his namesake, Charlie's son. The continuity of

the cycle in this way oniy reflects the fateful, impersonal
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fcrees which grip man, however, because Len gives nothing to
his namesake but his name. He dies with Lydia, but his
quest ig selfish, to ensure his peace of mind. He leaves no
memory of vitality and hope to encourage young Len, only a
warning not to follow his very dark path of loneliness.
Grove typically formulates a rigid opposition
between the city and the wilderness which also reflects the
presence of larger patterns governing man's existence. Lydia
is initially as flirtatious as any young woman, but after
exposure to the superficiality of "the abyss" (YL, 217) of
the city, she undergoes a slow but irrevocable degeneration

N

in morality. 8She engages in "the great game of flirtation®
(YL, 170) not only with Dick Jackson, but also with Len and
the other boys. Bhe cruelly uses them, much as Salverson's
Ninna uses hex suitors, to satisfy her self-love. 5She
becomes so enmeshed in the cold materialism of the city that
she even turns her physical beau%y into a financial asset in
hef prostitution. Len, on the other’hand,'with his delicate
imegination, has difficulty integrating his rural
sensitivities to the urban environment and feels an alien
even in city clothes (¥L, 150).

Grove broadens the contrast between the city and the
wilderness by practically equating the c¢ity with "south" and
the wilderness with "north". The path north, the road which

Len initially follows with the cows to go home (YL, 13), and

which Len and Iydia Graverse to find. the peaceful cessation
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to their life-long struggles, is the way to "salvation", or
at least, safety, warmth and happiness. South9 on the other
hand, counnotes imprisonment and perversion. Len's first
sight when he comes to the city, in fact, is the prison (YL,
226). This scene emphasizes, as it also does for Gabrielle
Roy's cashier, 1exandre‘Chenevert,7 the retardation of
growth which the impersonal city environment seenms to impose
upon the human consciousness. ILydia's flight to the south
with Dick. Jackson foreshadows her downfall, too, through The
death and pain which she leaves in her wake (YL, 194).

Len must go north, clearly, to discover some
gemblance of meaning in hig life. He has experienced
moments of comfort and warmth within the company of his
family (YL, 15; 77), but his destiny is to struggle alone
with his fate, Urgéd by Mr. Crawford touputsue academic
studies diligeﬂtly with;the'adméniinn;'ﬁ'Nevérliélgive'upfﬁ
(Z£5A218), Len ihitially étrives unceasinély‘to fﬁlfill‘his
li%e throﬁghfeducation. His solitarf studiesrdnly éerve,
however, to inﬁensify the alienating effects of hisg overactive
imagination.

Len eventually receives from Lydia a love and
tenderness which sustains him through his period of fever in
the city. He and Lydia actually seem to find comfort and
safety in éach other's company as they go north on the
lakes, but the bond between them lacks the reparative power

t0 heal the sickness which grips Len's spirit. He has
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immergsed himself too deeply in his.imaginary world. He is
unable to acknowledge fully the uniﬁive power of love in
order to benefit from it, and consequently, the brief moment
of hope which flashes through his mind (YL, %24) is quickly
supplanted by a resolution to seek death.

The tragedy of Len's suicide, in spite of Lydia's
accompaniment, is still ”private”e8 Len has, for a long
time, been subservient to "'the spectre of the past'" (IL,
343) through his cramped imagination, the haven to which the
stark external wilderness had driven him, in his youth, for
comfort and warmth. ILydia cannot free him with her(ldve
because he has gone beyond human sympathyﬁ Life offers no
Justification for his struggles and the only peace which he
can envisage 1s the darkness and oblivion of death. Ry
committing suicide, Len does submit, notably, to the power
of Sheila Watson's Coyote, who promises ”forgetting{éné}rest"
(bH, 29), but for a man so desPeraﬁely lost in the wilderness
of his own mind, Such an eScape constitutes the bnly path to
freedon.

As Len Sterner returns for release to the northern
environment which originally determined his susceptibility
to life's struggles, so Gabrielle ﬁoy's artist, Plerre
‘Cadorai, finds unique inspiration for. his arﬁistic impulses
amid +the despalr and physical diécomforfvofAnOrthern life.
The north threatens to destroy Pierre's "inner vitality”,9

but his drive to capture his essential imaginative vision in
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art effectively resists the represéive environment which
immobilized Len Sterner's consciousﬁess,

Plierre's goal is the liberation of the spark of
divinity which lies deeply in man, and the subsequent union
of this essence with its external correlative in nature--
what Pierre finds in his mountain; his art will solidify the
bond if his imagination can hold the vision. Proximity to
the moment of this apocalyptic union is fatal, however, as
Pierre discovers, and he dies with the belief that he has
failed in his ques®t. His life, from his point of view, has
accomplished nothing.

Before his imaginative strﬁggles, Pierre must first
succeed in enduring the physical aspects of the environment.
Confronted with the lonely expanses of Ungava (HM, 94),
Pierre recognizes the héstiiity of his own mountain; it
seems to ask, "'Who is this.fob@ who dares think that I
might, perchance, be indulgent?!" (HM, 94) Pierre must
match thé impérsbnality of nature, and kill an old caribou,
¢lumsily and mercilessly, in oraer to survive. Through such
coldness and cruelty, the north impresses itself upon
Fierre's sensitive imagination and sets him apart, like Len
Sterner, from the company of other men. The north becomes
part of Pierre's creative faculties, and he becomes aware of
its beauty as well as its tyranny. He can only reléase his

artistic impulses when he is encompassed by the northern

e
n

spirit. ®ven when he lives in Paris, he only feels peace
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when he is reminded of his northerﬁ home (HM, 155; 162).

The north touches his paintings in ﬁrance, too, uniquely
creating "a Paris shivering under an Arctic glow, with
shortened trées, with heavy human shapes entangled in masses
of clothing" (HM, 149).

Pierre is clearly imprisoned by the north in his
artistic expression as much ag Len Sterner is retarded
emotionally; he is denied the capacity to paint meaningfully
without including some minute recollection of the northern
environment--snow, sparse vegetation, or the impression of
nature's harshness and impersonality. Pierre, like Len,
nust seek alone his vision of life because his quest demands
all his engrgy'and feelings:

He felt touched. He was sorely tempted

to open his arms o this wandering creature,

Yet the chill desert lands, the skies still

undlsclosea, also held his heart as though-

- pledged in love, and in a love that

possessed him more than any other. (BM, 27)
Pierre sadly acknowledges the paradox of his quest, that he
must sacrifice the warmth of Jove and community living in
order to seek, for all men to share, the essence of life (HH,
41; 62; 64). He bravely continues his treks across the
Canadian north, and across the sea to Paris, painfully aware
"that of all men he was the most alone" (JiM, 28).

Pierre's essential wilderness is the obsession, the
"besetting feverishness" (HM, 18), the "disease" (HM, 28),

which makes him wander in search of his mountain of

revelation. Driven by a desire to capture his significant
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vision of the north in art, FPierre is even more importanvly
the servant of his own imagination. He speaks at one point
"as if he were his own beast of burcen, his own slave" (H,
76). His description of the caribou episode to Stanislas
curiously merges the animal and the man in his narrative, as
if the hunter and the hunted, "the pursued and the pursuer”
(iiM, 168) counstituted dbut one being. ELven more obviously
than Ross's FPhillip Bentley, Pierre's tragedy is himself, his
own imaginative quest.

Pierre, comnsequently, undergoes excruciating
physical and mental torture when he creates, because his
goal lies deeply entrenched in the unexplored regions of his
scul. To release his vision, he must suffer. Orok glimpses
Pierre in the thralls of his "creative" pain (HM, 87), and
Roy once depicts him as a man who "looked much more like
someone who had been mouﬁtain;climbing than a man whose goal
lay ready at hand within him" (HM, 164=-165). The latter
part of the statement belies the difficulty of Pierre's
struggle against his imaginative wilderness, but Roy
immediately ennobles his pain through his self-portrait:

As from a face on a slant, a fTace
disproportionately long, the eyes looked
down from a level of their own. On top of
the head there was a hint of curious
protuberances, a suggestion of antlers,
perhaps . « « Yet the pupils, though
somewhat dilated, were certainly those of a
man, and they expressed an unbearable
lucidity and sadness . . . dhat then, had
Fierre tried to suggest? What close

alliance of the soul to ell that iz primitive?
Or was this not that high~pitched lsment in
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which are commingled the angﬁish of

killing and of being killed? . The portrait

drew you as though into some unfreguented

area of the consciousness . . . 1ts appeal

lay in that kind of fascination with which

it pointed--counter to all clarity--~toward

the harrowing enigmas of existence. (HE, 177-178)
In this portrait lies not only the combined torturer-victim
theme, but also the vision of Pierre as the suffering Christ
with his crown of thorns. Pierre sSeens Lo grasp the sadness
of the doomed Christ, perplexed yet grimly reconciled to the
fact that he must die in order to fulfill his creative
function. Christ dies, however, to permit the rebirth of
sinful man; Pilerre must die, significantly, because his mere
humanity, courageous énd'persistent though it may be, will
not permit the completion of the gquesgt which he is compelled
to continue. Pierre's imagination drives himn forward to his
mountain, but it is precisely the power which his imagination
unleashes which will, at the same time, necessitate his
,QQStructiono

Pierre's death abbreviates his quest and renders it,

with respect to the vision of the mountain, essentially
nonproductive. His vision dies with him, and Roy guestions
the validity of his accomplishments if no man may directly
benefit‘from them. Roy initially ﬁakes Pierre very aware of
the mysterious lihk between life and death (HHM, %2), but she
seems to remove the possibility of any redemptive vitality

srising from his death because he dies so bound up with his

own failure. Like Len Sterner, the necessity of loneliness
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in his struggles also damns his fihal attempts to achieve
meaning. |

Roy does elucidate the cyclical movement involving
life and death by emphasizing, in the manner of Grove, the
contrast between the evil city and the good wilderness. Roy
is not concerned with moral issues, however, but ratﬁer with
the effects of the urban environment upon the creative
imagination bred in the north. Father L.e Bonniec urges
Pierre, for example, to paint with northern freshness and
clarity for the "'prisoner 6f the cities'" (HM, 142) who has
bypassed "'the great cries of the heart'" (HM, 111). The
priest accurately sees Pierre in the role of a teacher who
will awaken, through art, the confined feelings of city
dwellers. Pilerre must first achieve formal training in a
Parisian school, however, and such an environment tends to
stifleAPierre‘s talents:
the sadness of soul that cities conveyed to
him wound itself around him. Here the
monster was full-grown. Through the small
window entered flashes of neon, the glare
of illuminated villboards, and a ceaseless,
dreadful uproar. (HM, 125-126)
In spite of the selbting, Pierre persists in his struggles
to realize a meaningful expression of higs mountain. He only
really attains freedom from the city consciousness, in fact,
when he becomes lost in the spirit of the north in his
imagination and is reborn (HE, 131; 139).

Such is Fierre's fate that the north, the

e}
v

geogruaphical place or "the way of thought", is the sole
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power through which his arbtistic iﬁpulses find release.
Pierre senses correctly that the nofthern landscape itself,
"strange and cold in all its splendor" (HM, 18), contains
the goal of his quest for meaning. He even finds mirrors of
paradise in thé northern regions of Canada at moments when
nature impresses its essential vitality upon his imagination
(EM, 18-19; 42-4%)., The hidden mountain actually becomes
his ultimate vision of life, his heaven on earth: "Before
him towered a high and solitary mountain that glowed in the
red sunlight and burned like a great pillar of fire" (HM,
81). Pierre fittingly kneels before it because, like Moses's
burning bush, this mountain is a manifestation of the
universal power, the essence which Pierre has been seeking-.

Like Moges, too, Plerre has the potential to uanite
men through the revelation of the central mystery of human
exiStence; Pierre realizes the“reparativefpower which such
a‘ﬁisién would possess because he himself is momentéfily
reborn through the sight of the mountain: "At the mountain's
foot, Pierre.forgot,‘as he looked up at it, all the hunger,
the weariness, the barriers, the loneliness, the cruel
anguish” (HM, 83). BSuch is the healing power which'the north
~can exert upon Pierre's tortured sﬁirit, and which he, in
turn, wishes to give to others in his.art (HH, 119; 139).

Pierre acknowledges his duty to humanity: he knows
thot in his art he protests, with creation and vitality, the

pain and suffering of the human condition (HM, 108; 124).
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He struggles incessantly with his imaginative conception of
his mountain, because it is this vision in his soul which he
wishes to liberate for all men:

But, thought Pierre, whenever he himself set

himself free, did he not, by that very fact,

also set other men free, set free their

imprisoned thought, their suffering spirit?

(1M, 92)

Christ-like, Pierfe accepts his cross and continues his
quest. His desire to recreate his mountain leads him
irrevocably toward his Calvary, the place of final
confrontation with the divine vision within him.

He dreams of such total revelation, where he will
experience "the whole object, the whole subject" (HM, 85)«-
in other words, the essence and truth of man and his
creation--but he is incapable, in the overwhelming energy of
his search, of realizing the necessary death which also
awaits him. He sees himself as Christ-like in his selfe
portrait, a victim, yet he is not aware of the daﬁger of tThe
idenfificétionc Hig final, fatal attempt to capture the
mountain vision (Eﬂ,‘184m186) is his moment of truth, and
Pierre, in his excitement, accepts the self-challenge to
capture it in art. He follows the vision too intently,
however, and unlike Keats, who drew back from his
nightingale's headlong flight toward death, Pierre is
overcome by the divine presence which has risen from within
to encompass him.

uest can be ore, as a triunmph

s 3 1
Pierre's qu

o
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of necessity. He achieves his "human limit”,qq

and his
attempt to transcend that barrier résults in his destruction.
He feels, in the final moments of searing pain, that the
inevitable loss of his mountain to other men constitutes the
frustration of his whole life's work. As alone as he must
necessarily have been in the north in his quest for the one
vision, Pierre does not recognize any release of unitive
power from his work.

Pierre's loneliness damns him, clearly, because in
his obgession with the hidden mountain, he is unaware of the
many moments of deep feeling which he has given to the world
in his other sketches and paintingénmwhat he would consider
his imperfect "failures". Father Le Bonniec is overcome by
his sketches of the norxrth, but Pierre's response to the
priest's joy is hesitant, and almost fearful of the exposure
of his art to the world's eye: "he was not ready, would not
be ready for a long while, it seemed to him, for this ordeal
of confrontation that appalled him" (HM, 112). Pierre
considers his work incomplete, oblivious, as he is, of the
life which his simple drawings generate. Only aware of his
personal sense of failure to achieve happiness‘through the
completion of his singular quest, fierre blandly bequeaths
his life's work to his few friends (HM, 180-181). The lack
of concern in such a generous giving of life and warmth
detracts from the Jjustification which the bequests would

otherwise give his death. Pierre does not realize the
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expressions of freedom and deep feeling which he has created,
o /

and such nailvete necessitates the irony of his final lonely

death.

The Hidden Mountain, as a northern novel, is

important not only for the incessant victimization of the
protagonist, however, but alsc for the incessant struggle
which Pilierre wages with the north. Plerre admits the
easeful peace of death only twice (HM, %9; 101), and his
constant concern is for the creation of spiritual life and
warmth amid the cold, threatening north. The courage and
unyielding will with which he meets his many physical and
imaginative trials are integral qualities of the vital,

hopeful response to the north which Roy advocates.

IT
The vitality released by Pierre Cadbréi's death is
unintentional, a justification outside the bounds‘of the
failure with which he has circumscribed his life and death;
he believes that his death is meaningless, and only Roy
adds the significant courage of which the reader, and not
Pierre, is fully aware. The novels of the second section,

The Cashier, Fusic at the Close, and who Has Seen the Wind,

emphasize, on the other hand, the lite, hope and awareness
which can arise directly and purposefully for the novels'

characters from an experience of the pain and inevitability
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necessarily feel death and despair, in fact, either
ﬁersonally or vicariously, Lo realize the importance of life.

Alexandre Chenevert is very aware of the need for a
united struggsle against the human condition, but only
because he has contracted a fatal disease. Trapped within
a wilderness determined by the limitations of his own mind
and the cold, dehumanizing city of FHontreal, Alexandre must
actually confront death in order t§ free himself. His quest
for meaning leads him north to Lac Vert, beyond the stérile
confines of the city, only to reveal to him that
regeneration must occur vltimately in his spirit to be
effective and valid. Alexandre‘s Journey to the redemptive
north must be psychic as well as geographical.

Gabrielle Roy does emphasize the necessity of her
cashier's spiritual quest, but the two wildernesses into
which she thrusts him, the urban eﬁvironment and the
personal despéir of failure and inadequacy, are inextricably
linked: "His tragedy is that he has not entirely become a
robot. Hypersensitive, vulnerable, he suffers from all the

indignities of a mechanized civil:i.zeﬁcion".>/12

The city

seizes upon Alexandre's uneasy loneliness and intensifies 1t,
driving him deeper into his own worry and tensicn. His final
freedom riseg from his renewed sense of community, but his
struggle tovcomplete the quest is fought alone in the depths
of his own tortured spirit.

b}

Alexandre's initial wilderness is the prison
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own beliefs and thoughts. He is "a stranger to himself and
even an enemy" (Cash, 53%), caught as he is in his self-
centred vision of the world and other people. He makes no
attempts to establish contact with the surrounding community,
and resideg in a state of tense detachment, waiting for

action (Cash, 54) like the characters in The Double Hook.

Alexandre possesses neither the courage nor the insight of a
James Potter, and he denies the validity-of humanitarian
action which solidly unites people through love. In his
ignorance of human relationships, Alexandre even believés
that feelings such as happiness adhere to predictable,
geientific structures in their release and intensity (Cash,
603 109).
Hig loneliness both feeds such cold visions of man
and grows itself by the isolation urged by such a
dehumanization of man's feelings. He believes, in spite of
his apparent lack of feeling, that he is responsible for the
suffering of humanity and should feel sympathy for it.
Doctor Hudon warns him:
"You think too much. You let things weigh
too much on your mind . . . Do you think
you're obliged to carry the worla on your
shoulders?”
So stated, the question obviously broke
through his defences.
"No.," . .
"After all, it's not your world."
"Not mine, .altogether, no . . ." Alexandre
assented, though still clinging to a
mental reservation. (Cash, 105

Alexandre's sympathy is Christ-like in its universality, bu
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it lacks the warmth of a saviour's love. -He possesses "the
secret depth of the soul" (Cash, 27), the capacity to love
intensely; his wilderness is his inability to direct the
feeling so that it touches and enlivens another human being.
Alexandre's problem with his sympathies is comparable to the
artist's distinction between the imagination of a work and
the actual creation of that idea. Like FPierre Cadorai, he

is initially unable to express his inner self in an objecﬁive
way; Uthe cashier knows only failure and frustration in his
attempts to communicate verbally with other men (Cash, 26-27;
145) .

Even when Alexandre bridges the "abyss" (Cash, 147)
‘between thought and word, his capacity for love is spent
superficially on people with whom warm human contact is
virtually impossible. He admits, in a moment of personal
insight, that "Without the dead, the absent, the folk you
hgd'never even seen, whatever would become of man{é Ffaculty
for love" (Cagh, 23)., Alexandre, indeed, tends to sympathize
for not only the deceased-~-~he only loves his mother now that
she is dead (Cash, 34)--but also the diseased--"For no
disease or infirmity could leave him cold" (Cash, 45). Such
"love" permits Alexandre To remain aloof yet satisfied, in a
self-deluding way, that he has fulfilled his duty to
humanity.

The cashier tukes his place within his family with a

similar lack of true feelinz. He expresses love, for
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example, through anxiety; his bursts of anger and worry to
Eﬁgéﬁie (Cash, 73-74; 177) and his daughter (Cash, 93)
reflect his inability to love honestly, with warmth and
tenderness. He furthermore demands silence rather than
meaningful dialogue to sort the confusion of his marriage
(Cash, 75). Such denial of communication emphasizes the
divisive power of Alexandre's essential loneliness. Jhen
Eugéhie tactlessly comments upon his return from Lac Vert,
Alexandre again retreats into a guiescent shell of self-
pity instead of challenging her cold remarks with his warm
and moving letter.

Alexandre need nqt have composed the letter, notably,
had he been capable of expressing his Joy orally to Hugenie.
He typically seeks to distribute life in the second-hand way
in which he receivesg it--through media. He initially
laments his mistrust of the medig‘é reporting (Cash, 24),
but proceeds to'rely'wholly upon‘thé ﬁewspapers and the
radio for his news information (Cash, 25; 46-47; 85).
Alexandre's reliance upon the media is a necessity in the
rapid style of modern life, and his simmltaneous mistrust of
it is not an uncommon worry. His problem is the intensity
with which he assimilates the news. Admittedly more
attracted to objects spatially or temporally distant from.
him, the media feeds this perverse concern and only widens
the abyss between Alexandre and other men.

Alexandre's problem with his sympathies ariseés
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partially, no doubt, from -his urbaﬁ environment. He is
bombarded by cold, brutally commeroial advertisements on his
return from the north (Cash, 154-155), and on his final taxi
ride to the hospital (Cash, 173-174). In both circumstances
the city encompasses Alexandre with its chilling
impersonality, its emphasis upon non-human, one-way
compnunication. Conaltioned to receive but not Lo give,
Alexandre is undoubtedly one of many who live alone among
the masses of people: "His greatest need is to feel, to be

A
15 Such & need is

able to live a natural emotional life'.
difficult to fulfill within an environment shaped by
individuals madly pursuing wealth on isolated, parallel
pachs.

Natural human sympathy and the most harmless
expressions of affection are also nonexistent in Alexandre's
Jobe The baﬁk-émphasiges the wilderness of the Cashieris
life, inrfact, becausé it seemsrtorbe the locus of the moéf
damaging aspects bf the urban environment. Alexandre is
physically confined in "his own cage" (Cash, %1), separated
from both the public and his fellow workers. His Job is
monotonous and devitaligzing, filling Alexandrevat one moment
with the overwhelming dread of the-absolute insignificance
cf his own Dbeing:

kﬂnd from this very vantage point, Jjust as
he was starting his thirtieth roll,
Alexandre beheld eternity. He found
iimself facing incommensurable time,

stretching into the invisible. The
impression of this vastness suddenly
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overwhelmed the teller like a lowering
threato (Ca .)119 )2)

Alexandre is alone in his teller's cage, and his loneliness
intensifies his despair. He cannct turn to a fellow worker
for support, or even a smile, because personal feelings only
appear predictably as "A few absentmminded good mornings"
(Cash, 31), or else not at all (Cash, 38; 170). Alexandre
himself feels likewise compelled to contain his feelings,
that he should "not let himself act like a human being"
(Cash, %9). He can only expect the majority of his
customers, themselves city-dwellers, to respond to his
coldness with an equal disinterest (Casgh, %9).

Doctor Hudon experiences the struggle with apathy
mach more than does Alexandre because his consistent
confrontation with suffering humanity practically demands his
detachment in order for him to survive. He cannot really
permit himself to indulge in The sympathetic imaginings
which often hold dlexandre, yet the doctor's concern for the
cashier (Cash, 106) suggests that he is very much a true
physician. His love of life and man necessitates his deep
involvement with his patients in a very real and personal
way. Hudon's intimate concern also emphasizes, by contrast,
the cold detachment of Alexandre's affections: "As long as
suffering existed, would it ever allow him a personal life?"
(gggg,'404) The doctor laments his incessant, necessary
struggle against the inevitability of decay and death, the

very meaningful fight in which Alexanare must engage. Only

-



by becoming personally involved, and repelling the urban
tendency to dehumanization and isolation, will Alexandre
achieve some self-Justification in his life.

Roy's city in The Cashier becomes the arena for man's

struggles with existence and it is precisely that
environment in which the impersonality and sterile mechanism
of life are most evidenv. The wilderness for Roy i1s urbvan
in her modern novel, and the regeneration of man's spirit
can occur only in the redemptive north. The city is a
hellish environment, furthermore, threatening particularly
those who would assert warmth, love and vitality because the
energy required for action there must be great. Hudon, for
example., is a regular combatant with the human condition and
the struggle is slowly destroying his body and his spirit:
Stern, often exasperated, his face was
nevertheless sympathetic, with its brown,
attentive eyes, so filled with weariness.
Tiny wrinkles which crowded his temples
seemed to stretch those eyes, as though
Dr. Hudon were continuously facing a
tiring problem. (Cash, 100
Hudon seemingly grants himself momentary respites from his
torturous sympathies by his lapses into routine detachment
because it is only through such intervals of peace that he
will survive.

Roy might consider such instances of renewal
"northern", in the same way that Alexandre's Journey to Lac

Vert momentarily permits him the transient happiness which

life offers. Roy initially distinguishes between the city
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and the wilderness, the hell of Montreal and the peaceful
natural paradise of the north. Alexandre's bus ride south
is significant in the clarification of the contrast because
he experiences the subtle urbanization of the land. He
notides, as he leaves the north, the fences which straighten
and confine nature's curves (Cash, 152), the penitentiary
which warns of the c¢ity's imprisoument (Cash, 152), man's
increased use of metals which gleaﬁ in the sun (g§§37 152-~

5%), a poor substitute for the clarity of shining Lac Vert,
and finally, the aforementioned multitude of advertisements,
blaring loudspeakers and newspapers (Cash, 154-155).
Alexandre becomes lost once again amid the impersonality of
the city, and he comes Lo experience a loneliness and sense
of alienation (Cagh, 169) which goes beyond his former
despairs

Alexandre has not really changed at all becéuseAOf_
'hjs trip to the north, as Eugé%ie:bluntly informs him. His
northern "rebirth" in the wilderness is effective for bub
one day in Montreal, and then his optimism for man fades
quickly. Alexandre has glimpsed the hanpiness which life
can hold, however, and his awareness will eventually lead
him to his salvation. He returns to the city from Lac Vertd
after growing bored with Le Gardeur's life of subsistence,
realizing that his spirit will not change merely with a
change in environment; he Seems dissatisfied everywhere.

Only a confrontation with the most devastating wilderness of
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man's psyche, the admission of death's inevitability, will
release him to love his fellow man warmly and.selflessly,

Like the other protagonists in the novels of the
first two sections of this chapter, Alexandre is essentially
alone in his quest for meaning, and none of the times when
he does receive sincere warmth and affection deters him from
his lonely journey. Alexandre is '"tewose in his desire for
companionship" (Cash, 45), and moments of potential
interaction either overwhelm him or surprise him go that he
retreats defensively into his loneliness. He mumbles self-
consciously, unable to express his deep gratitude to the
kindly old man in the queue (Cash, #40), and also feels
compelled to hide the Jjoy which the doctor's advice has
given to nim (Cagh, 108). IHe recoils, similarly, from the
contented love which binds Les Gardeurs together in the
wilderness (Casgh, 459«441)5 Alexandre may seem insensitive
and eccentric because he "rejects" all offers of éffection$
but his prcoblem lies disastrously deep in his own mind. He
must remain essentially «lone in his life, like FPierre
jadoral and lLen oterner, and must ultimately confront death
alone, too. Alexandre seizes upon warmth in his illness,
however, and rediscovers a northern vitality which justifies
the intense pain of his struysles and his death.

In its clarity, peace and almost sacred loneliness,
the geographical north initially appears to be Alexandre's

salvation merely through its existence. The first night he
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lapses into a profound sleep in which his tormented mind is
cleansed ana then freed: "The greatést gift of all is sleep
so deep that it resembles death. It not only refreshes his
body but infuses him with the spiritual strength to desire a

new 1:L.‘L‘e”¢/]ur

The peace of the sleep, like his unequalled
Jjoy of the one special day in the north, is illusive in its
brevity. 4Alexandre feels reborn (Cash, 127), but his return
to the city reveals the extent of his renewal. Roy comments
cynically that "through sleep God permitted His creature
from time to time to believe that he was free" (Cash, 124);
the transience of Alexandre's Jjoy and even Doctor Hudon's
ease, indeed, seem to be similar frauds perpetrated by a
Jesting Almightys

Alexandre's sleep is purposeful for the reader,
however, because 1t foreshadows, in the depth of its
tranquillity, the total freedom which is available solely
beyond death. The north may have ultimately falled to
satisfy the cashier's longings for an earthly paradise (Cash,
1%7), but it did, for a few days, reveal to him the unlimited -
happiness of the simple, honest, northern.life. North becomes
more and more a spiritual ideal for Alexandre;‘beyond his
hopeless imaginings of a life as a.trapper or lumberjack
(Cash, 160), the north becomes his ideal conception of the
after~life:

For long moments he thought that if he

could only pult in his two cents, Heaven

would be perfect. He saw Just about how it
could be worked out: a vast series—~-but
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well protected and hidden from each -other

by greenery~-of small cabins like his at

Lac Vert. What better could a man ask?

(Cash, 198)

The contentment which Alexandre finds in the spirit of the
northern envirouament is typical of the northern novel. Outb
of such hopefulness, in spite of his imminent death, also
grows a new love for humanity by which Alexandre redeems his
lonely, struggling life.

Vitality and hope do, indeed, arise from the death
of the small cashier. Alexandre himself admits his
personal love for "ordinary men" (Cash, 209), and he
expresses the sincerity of his regenerated affections
through the very warm and loving comfort which he gives to
his sick neighbour in the hospital (Cash, 187-188). The
spontaneity and honesty of the touch of higs hand unite
Alexandre, for the first time, with the sufferings of
humanity. He begins to love sincerely the presence of
people in his room (Cash, 196), yet senses the pain which
the young girls undergo when they see him; he gruffly
éismisseé them (Cash, 197) in spite of his pleasure at
their visit.

Alexandre's love of mankind most importantly
revitalizes the priest who attends him in the hospital.
Shielded from the pain and despair of his sick parishioners
by doctrinal formula, the priest is unfeeling in the
performance of his duties. He only loves man through the

strict service of an otherworldly divinity, and judges man
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rigidly according to absolute law. Alexandre jolts the
priest from his cold detachment through his réal, human
problems and shows him the vital necessity of loving man on
an immediate, personal, human level.

Such interactions with other men are expressions of
the vitality which Alexandre evokes out of his nearness to
death. Having existed alone for his whole life, painfully
aware that his problem was apathy--~"Not to have loved
enough when it was the time for love" (Cash, 34)~-Alexandre
struggles in his final days of life to touch the hearts of
those around him. He can neither repair his sterile past
nor return to his blessed Lac Vert, but he can give some
small comforts to others for the future: "There can be no
return to the garden, but meekness and love can plant
flowers in the cage and tThe wasteland"oq5 Alexandre's
gifts to other men; indéed, seem diminutive: the sincere,
hopeful letters to Godias and Eugéﬁie, the comforﬁ to his
sick neighbour, his example of human love which frees the
priest to act, and above all, the courage with which he
faces his pain and inevitable end. The acts are intensely
perscnal, but they are committed in the spirit of boundless
humanitarianism. Such is the life which arises from his
death and which encourages many to revere his memory by
continuing his struzgle with courage and love against the
injustices of existence.

Neil Fraser, leCourt's protagonist in Music at the
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Close, also achieves a "small" victory for the price of his
death, but like Alexandre Chenevert, it is only through
death that his life will have any meaning. Such a triunmph
is akin "to the Absuxdist's resigndtion to a world without
deliverance, where human dignity feeds on an inner

6
\":ozrj.o_tueest"‘,/l

The victories are no lesgs admirable and
elfective for thelr intimacy, becapse the strength of the
personal achievements of Alexandre and Neil transcends the
level of a personal salvation. Their deaths presumably
touch all who knew them with hopefulness, warmth and love,
a final affirmation of the human community which Jjustifies
the pain of their lives and their deaths,

The "God-forsaken wildérness“17 in which Neil TFraser
matures is the prairie of the Canadian West. Unlike the

north of The Cashier, which gives vitality and rebirth to

Alexandre Cheneveft, the wilderness which surrounds Neil is
*ncessant in its physical and psychological threats Yo man.
Neil is initially struck poweriully by the loneliness of

ﬁhe prairie (MC, 16). He comes to assume, after his
awareness of Uncle Matt's futile struggles (MC, 41) and his
own desperate attempts to farm, the essentially cynical
vigion of man's survival in the hostile northern environment:
"And it would always be like this--aluays the unrelenting
struggle against an environment that was either too hot or
too cold, or dusty or muddy, but never cquable, never

v

kinaly" (FC, 183).
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Iven before such despailr overcomes Neil, the prairie

and particularly the deep darkness of its night, assaults

jma
R
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youthful sensitivities. Neil is an orphan, notably,
and the cries of the coyote leave him fearfully grasping
for some security and comforting warmth:

Neil wanted his mother, not the angels of

God. He tried to imagine her by the side

of his bed, speaking softly to him, tucking

in the sheet, perhaps, and telling him to

agleep soundly. But his imagination was not

strong enough to triumph over the reality.

His mother did not come, would never come

again. (EC, 23%)
Neil ig alone and afraid, and the prairie, awesome in its
loneliness, sigze and apparent cruelty, drives him deeper
and deeper into himself in search of some protection. His
imsgination blossoms and comeg to his aid, but it also
creates the barrier which, at the same ftime, increasingly
alienates him from reality. Like Len Bterner, Ieil relies
more upon the dreamy fantasy of his own imagination than he
does upon reality, and consequently, divorces himself more
completely from the people who inhabit the real, objective
world. His imagination, ironically, tends to intensify the
esgential loneliness which it had seemed initially to
repair.

Neil's imagination gives him the confidence, in the
beginning, teo seek lofty goals of education and economic
prosperity. He dreams of being a successful novelist (MC,
82), and his reading of Tennyson's "Ulysses" awakens in

him "a longing for something that had no concrete substance"
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(MC, 1%5). His overestimation of Moira's affection for him
gives incentive, too, for his studies (MC, 100). Buch
impulsion is helpful if it urges him to struggle with the
hardships of life in order to discover his human limitations
and to achieve his goal in reality. Neil naively admits,
however, in a moment of unsuspecting truth, that he
contenplates his experiences in order "to twist a thousaud
vonderful meanings from them" (gg; 92). Neil's dreams tend
to become consistent means of escape, rather than inspirations
for action to realize such dreams. The dream world of his
imagination begins to constitute his reality, and such a
reliance upon his self-centred vision is his willderness.
One of Neil's pleasures, significantly, is to drift
into self-glorifying fantasies, "daydreams, which were as
frequent and as real as ever" (liC, 77; 88-89); he even has
a "favourite dream" (MC, 57). ‘Hié worship of his ideal
concepbions of Charlie Steele and Helen Martell initiates,
perhaps, the most far~reaching damage to his active
imagination. Thelr respective ralls in his fantagy-—-—
sharlie's death and Helen's departure--create a wide breech
in his mind which makes repair contingent upon immediate
unitive action. Rather than accepting the cruelty of
reality and then striving to make life more agreeable by
performing acts of warm love and selfless kindness, Neil
pursues more and more the distant, unatvtainable goals

posed by his own mind. He continues to write, for example,



hoping to receive overnight acclaim, even though his
multitude of incomplete poems, his numeTrous rejections from
periodicals, and his disastrously poor English essay
indicate his inability to write well. His love for Moira,
similarly, is blind and idealistié, and .prevents him from
assoclating with pleasant girls like Helen Mulholland. His
only accomplishments occur, notably, in baseball and
footbhall, games which, unlike reality, have rules of fair
play and permit periodic success. Neil sees such
possibility in his own life, unaware as he is of the
frequency of death, desPairvand failures.

Neil's relationship with Moira exemplifies most
clearly, in fact, his naive, self-centred vision of life.
Women for Neil are soft, pure creatures, not the type to
survive in the wilderness, but exactly the stuff on which
his imagination thrives (MC, 82). As Len Sterner's
imaginings of his ILydia will not admit the truth, so Neil's
relatiohship with Moira lacks the loving qualities of real,
human interactions, warmth and tenderness. His love. letter
to her at Christmas does not proclaim his love for her or
his need for her presence, but it provides a forum, on the
other hand, for his attempts at literary criticism. Citing
Rupert Brooke and "making appropriate comments" (MC, 102),
Feil appeals to the Moira of his mind, the unreal Hoira who
will worship him forever (IC, 110). Neil imprisons her in

his imagination, and Moira chastises him for such naive



idealismnm:

"Neil, a woman likes to be put on a
pedestal. But she doesn't want to stay
there. Gil knew that. But apparently
you didn't."

"Neil, why don't you try living in th
real world for a while? It's more
honest~-and more heroic." (IliC, 167; 168)

Feil has retreated too far into his own world, however, and
no one's warnings, including Moira's, can pierce the
wilderness of his cramped imagination.

Neil's marriage to Moira only intensifies his
internal problems becauge the cruel reality of their
subsistence farming is too painful for him to admit. He
lacks the strength, either spiritual or physical, to bring
the farm a profit (MC, 185-186; 191-192), and he devotes
more time To hig thoughtful reveries than he does to his
chores. He only awakensrf:om his dreamy silences to
glUCidaté his vague fanbasies of success in the morthern
Peace River country (MC, 183-184). The incongruity of his
visions with his present situation does not urge him into
action, however, but rather mires him in passive sadness
and self-pity; he merely observes, for example, the
discrepancy between his ideal conception of marriage and
parenthood and the reality of those states of life (MC, 175;
188). The promise of a son initiates, furthermore, not
rebirth and happiness for Neil, as for Salverson's Lindals

and wWatson's James Potter, but "bitterness, and a slowly
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sathering resentment against the woman who 1nd1rect]y had
helped to fashion his chains" (liC, 187). The child reminds
him of his responsibilities as a farmer, a father and a
husband. He greets the struggles which such duties involve
with the passive fear and self-centred dreaming which has
characteriz Ai all his former confrontations with the
harshness and chance of objective reality.

Such ineactivity may initially have saved Neil from
pain and -worry, but it eventually prolongs his imprisonment
in his childish escapism: "As a child he had hated to
surrender his dreams; and in many respects he was a child
st111" (HC, 171). Unlike Brian O'Connal, who learns to
confront the death and despair of existence, Neil finds
comfort in his boyhood dreaming, ana comes to rely wholly
upon uUCh imaginings for security The deaths of Uncle Matt
and Aunt Em shOckihim,.but his‘responSes'éfe neither
Teverent nor warmly personal. He regrets the death of hisg
aunt, on the other hana, beoaﬁse he now lacks any 1oving
relative or friend (MC, 13%6); his response is self-centred.
Feil Dbriefly notes Uncle kMatt's love for the land, but he
ignores the strength and sincerity of his life's work.
Neil's farming, by contrast, becomes impersonal, an
opportunitj for quick wealth to satisfy his dreams of
material success. His "strug,le" is seliish, typically, and

blind to the random chance of the stock market. He loses

1%

his proflts as quickly as he makes them, and lmmediately
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leaves town, submitting to his misfortune~in a way which
makes his uncle's life-~long struggles worthless and futile.
Neil lacks the selfless concern, clearly, to
consider the ways in which his actions touch other men. His
imagination limits his vision and restricts his interest to
his own delusions of importance. The exchange between Gil
and Neil after the first riot in the city emphasizes Keil's
fear of going beyond himself into the responsible
involvement with others:
"it's the finesgt faith there is. Faith
in mankind."
Neil opened his eyes. "Maybe," he
said. "But a mighty hard one to hang
on to." (MC, 156)
Afrgid of personal interaction, inhibited like the cashier
of Roy's novel before he confronts death, Neil shrinks from
the struggles for Jjustice asmong méen which will not admit
the detached, comfortable fantasies of his imagination. He
2xrecognizes realiby--he admits his selfishness (MC, 155)=-
but he does not act upon his selfnknbwledgee
Neil, typically, sees Gil's death as a pointless
sacrifice because "It was irrational, without real
significance" (IiC, 164). He sees that both the miners and
the police are "caught in the same trap" (MC, 161), and
that Gil died for his beliefs, but he does not relate the
insights. Neil is unaware of the importance of Gil's
struggles againet the injustices of society, his individual

oo
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assertions of hope and nmeaning in the face of unyieldin
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superhuman forces of fate. Neil'é Jjourney to the city does
not free him, clearly, because thejstruggle in which he is
engaged transcends the bounds of urban and rural existence.
He is unaware of the nobilify of_simple struggles for
meaning and survival, furthermore, because of the repression
originally forced upon him by his lonely childhood amid the
threatening prairie. Neil adwires only the imaginary and
the unreal, and the courage of a man like Uncle Matt does
not impress him for more than a few brief moments. Only a
confrontation with the finality of death seems to liberate
Neil, as it does Alexandre Chenevert, from his delusive
self-centredness.

Tven when he first learns of the war, Neil seems
overwhelmed by the glorious possibilities offered by
enlistment: "security, excitement, release from the deadly
routine of marginél existence" (MC, 214-215), and above all,
‘perhaps, an opportunity for honour, for "music at the close'.
The reaiity of "the close" confronts Neil with shatbtering
suddenness, in fact, when an explosion paralyzes him and
leaves him awaiting death alone. His contemplations upon
his present situation and the human condition; in general,
become starkly real and lucid becéuse he is, for the first
time, intimately involved with the inevitable fact of
death. Neil finally recognizes the pain of life and admits
his allegiance to the incessant struggle for human freedom

for which Gil died. Gil always fought with vitality,
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however, against the stern, impersonal reality reflected in
prairie life, and Neil can rely upon no such past. Only
with death, Neil realizes, can his life achieve any
semblance of meaning:
For now 1t seemed to matter more than
anything else in the world that lan
should be proud of him. And in a
flash of illumination Neil knew that
this coula never be i1f he lived.
Nothing that he had done in his 1life
before this day had any meaning. His
death was the only justification for
his having lived at all. (MC, 216; 217)
Neil's gradual immersion in the ease and peace of death
grants him the comfort which both life, in its struggles,
and his imagination, in 1ts otherworldliness, could never
really offer him.

Meil enters McCourt's story as an orphan, and he
departs from it alone, too. McCourt's conclusion to [Music

at the Close indicates that.Neil has, at last, managed to

S

achieve some vaguely personal contact with humanity. By
dying for his country and for the memory by which his son
m&y now honour him, Neil becomes uniquely éelfless, hoping
to create life and inspiration for others instead of for
himgelf. Unlike Grove's Len Stermer, who commits suicide
to satisfy his own desire for peace of mind, Neil sees in
death an opportunity to redeem a life of self-centredness.
Neither Neil nor Alexandre Chenevert actually have any
choice whether they will die or not--the fact has been

decided by forces beyond their control--but their
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selflessness in their final helpléss moments will hopefully
initiate, in turn, creative thoughfs and acts in others
trapped in the struggle for physical and psychological
survival. Such vital inspiration, intended for others, will
Justify the errors, the pain and tﬁe confusion of their
lives,

Brian O'Counnal also "grows" from experiences of
death and the cruelty of reality, but his coming to
awareness 1s marked by the naiveté of a child ratﬁer than
by the gripping self-centredness of Alexandre and Neil.

who Has Seen the Wind elucidates, significantly, the

childhood out of which grows the ﬁorthern hero. Brian,
with his innate desire to know, will be committed to
sbruggle as a man because his childhood in the northern
environment--in this caée, the prairie--~shows him the
necessity of a confident, active response to the
‘surrounding wilderness. Brian's initial wilderness is his
youthfui ignorance, but he becomes increasingly aware that
hig childhood experiences of "the feeling" have only
prepared him for a more threatening wilderness, the
wilderness of adult recognition of the random chance of
life.

The physical wilderness, the.prairie, intensifies
the effects of Brian's painful initiation into the cruel
facts of life merely by its flatness: "Here was the least

commont denominator of nature, the skeleton requirements
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18 On the

simply of land and sky-~Saskatchewan prairie'.
open prairie Brian is very alone, aware nobt only of the
landscape's apparent emptiness, but also of his own upright
presence there. He is more comscious than other boys of

his age of the novel feelings and experiences which daily
bombard a child because he is innately receptive to others.
Unlike his friend Artie, who is significantly apathetic
about the fundamental qualities of lLife--the wind (YSW, 191),
birth (WSW, 203), and death (WSW, 192)--Brian is eager to
know why things happen. His desire will be the cause of

his moments of despair, however, because in seeking the
sunlight of creation and God, he must also accept the
complementaryAdarkness, a necessity which Sheila Watson
termed the double hoock. Unlike McCourt's Neil Fraser, who
retreats from life into fantasy, Brian seeks to confront
reality and understand it.

Various wildernesses surround Brian in the small
town, but he is too young to recognize their power: the
social wilderness ruled by Mrs. Abercrombie (WSW, 48) and
her daughter (WiW, 158) which eventuvally drives old Wong to
suicide, the educational wilderness seen by lMr. Digby in
his own school (WS, ?5; 76), and the economic wilderness

al

of bthe depression (W3W, 171) which Bént Candy darkens even
more with his greed (WSW, 212). Brian perhaps senses the
social problems, but he feels more intensely a '"new

uncertainty® (¥W3W, 209), what might be the confusion of a



boy being thrust irrevocably into the .paradoxes of adult
understanding:
It wouldn't be so bad, Brian thought, if
a person knew, or even knew what it was he
wanted to know.
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And yet for breathless moments he had been
alive as he had never been before, passionate
for the thing that slipped through the grasp
of his understanding and eluded him. If only
he could throw his cap over it; 1f it were
something that a person could trap. If he
could lie outstretched on the prairie while
he lifted one edge of his cap and peeked
under to see. “That was all he wanted--one
look. lHMore than anything! (W34W, 198; 199)

What Brian seeks to capture is "the feeling", a strange,
thrilling experience of simultaneous pain and Jjoy. His
quest involves the movement from his childhood innocence,
through the initiating experiencés of the feeling, toward
the mature consciousness of an adult.

Brian must learﬁ to accepf the inevitable
alternations of life and deatﬁ, light éhd darkness, and
hopé and despair which form "the cyecle of life"aqg He must
accustom himself to the impersonal chance of the human
conditibn, what Len Sterner aptly called "'the presence of
death'" (YL, %09). Mitchell carefully encompasses his
young protagonist with scenes exemplifying the cyclical
rhythm foexistence, where 1life can be found beside death.
The‘praifie towﬁ, for example, comes alive in Brian's eyes
as the day ends (434, 60-61), and he significantly learns
of his father's death at sunrise (WSW, 237). Brian

experiences a sense of terrible finality when his father
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dies, but out of his despair arisés a new sense of "other!--
an increased tenderness and love fdr his family (W3, 2571)-~-
which Justifies his father's death.

Mitchell also distinguishes, to some extent,
beﬁween the c¢ity and the prairie in the effects of the
respective environmments upon their inhabitants. DMNrs.
Abercrombie, for example, represents, in her racism and her
tyrannical rule of the town's educational system, the worst
gualities of the pretentious Main Street matron. The city
consciliousness seemsg Lo suppress natural, loving feelings in
man, preventing any meaningful interrelationships; several
people, including Brian, his gran&mother and the supposedly
sincere Reverend Powelly, can only manage to say,
repetitively, "He was a fine man" (W3W, 241-244) in memory
of Gerald O'Connal. The epithet may be a defense mechanism
for the speaker's mind, and perhaps excusable for someone
as young as Brian, but it still indicaﬁes a desire to escape
confrontation with the reality of death and sadness.

The prairie is the place of sensitivity and
redemption, on the other hand, from which arise Baint Samnmy
and the Young Ben, the figures who assist Brian, for better
or worse, in his journey to understanding. The progress of
Brian's quest depends, in fact, upon.the presence of the
prairie, either physically in the landscape or spiritually
in the Young Ben. Nature's power increésingly impresses

upon Brian the duality of life, the paradox which permits
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the existence of both gentleness, kindness and life, and
harshness, savagery and death. Brian feels alone on the
expansive prairie after his father's death, but it is the
meadow lark which shatters his personal sadness and turns
him back into the vital involvement with others (WSW, 246~
247). Brian's grandmother dies alone in her room, but
nature comforts her, too, with a blessing of white snow and
a peaceful reunion with the earth.

The wind also compels Brian toward understanding by
its baffling oscillations between being a force of life and
meaning amid the dead prairie (J3W, 246), and being a power
threatening man with 1ts wild moanings "fading into

nothingness" (W3d, 20; 94-95). HMitchell reminds the reader

i
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that the wind is often seen as a manifestation of God's
powep72o and, indeed, Brian's vision of the Almighty
poésesses a duality not unlike that of the Wind (#sid, 98).
Bfian's gquest is to come To the purposéful acknovledgement
of such essential facts of human experience, accepting both
elements of the contrast as necessary and real.

The Young Ben is a major force in Brian's acceptance
of life's puzzling circumsbances because it is he who "owns™
the prairie (WS, 12; 59)J' Young Ben, in fact, seems to be
an incarnation of the prairie itself. He is frequently

escribed through images of the prairie's wind, aninmals
and birds (W3i, 24; 8835 101; 127; 147). He is, like the

o -

wind, a primitive force, impersonal and spontaneous in his
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actions, and moved by fundamental feelings of love and
hate. Young Ben is a paradox, too, comforting Brian with
his -deep tenderness at times of death, pain and fear (WS,
4%; 58-59; 92-9%; 94), and showing him a wild, terrible fury
when he turns upon Miss MacDonald and Artie because they
violate his sense of jusbice and dignity (Wdd, 93; 126-127).
Brian comes to assoeciate the Young Ben not only
with the excitement which he feels in his company, but also
with the amoral power of nature to which the Young Ben
seems subservient:
Prairie's awful, thought Briam, and in
his mind there loomed vaguely fearful images
of a still and brooding spirit, a gquiescent
power unsmiling from everlasting to
everliasting to which the coming and passing
of the prairie's creatures was but inciacental.
He lcoked out over the spreading land under
intensely blue sky. The Young Ben was part
of all this. (WSW, 128-129) -
The Young Ben begins to exemplify for Brian nature in its
‘stark reality, beautiful at times and horrifying at others,
beyond moral responsibility. Brian defines Saint Sammy
with a similar duality, "with a staring fixity and an
indefinable mixture of wildness and mildness" (W3W, 194).
such a difficult combination of emotions is, nevertheless,
the vision of life which Brian must, at least, acknowledge
in order to come to terms with reality.
Brian's special "feeling" is also "an indefinable

mixture", a simultaneous pain and Jjoy which recall the

death-like ecstasies of mystical experience. He is filled
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with "the strange elation" (W3W, 122) at diverse times, but
he feels it most intensely when encompassed by the prairie,
its elements or its inhabitants--~the animals, the Young Ben

Saint Sammy. He experiences the beauly in leaves web
with dew (¥34, 107-108), the vitality and strength of
horses (Yo, 175), and the warmth and security of love in
his mother's arms (MDY, Bﬂoja Zach he knows through the
intensity of his "feeling'.

Brian feels the "bitter-sweet sensation" (W3, 176)
rising at other very different moments: the painful memory
of his raindrop (WsW, 110-112), the disgust at Artie's
mutilation of the gopher (W, 128), the sight of the two-
headed calf (W34, 176-177), and the intense hunger which

grips him after he runs away from Ab (d3d, 237). Brian's

n

ensitivity enables him, furthermore, to glinpse The
distinctions between the subtle variations which his
‘feeling undergoes. ‘The change in Brian is, indeed, not a
specific development to be confined ﬁo one situation, but
rather the progression of his whole being towards a concept
of individuality. He senses, in his own terms, "an
experience of apartness" (WSW, £37), and "that ringing
awareness of himself" (¥WSW, 270). Brian is growing up, and
his "feeling" is the pain of that growth and rebirth into
adulthood.

Brian's struggles to cﬁmprehend his feeling are but

the beginning of his -attempts To survive in the wildernesses
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with "the strange elation” (f. , 122) at diverse times, but
he feels it most intensely when encompassed by the prairie,
ity elements or its inhabitants~-the animals, the Young Ben
or Baint Sammy. He experiences the beauty in leaves wet
with dew (W34, 107-108), the vitality and strength of
horses (oW, 175), and the warmth and security of love in
his mother's arms (ggg, 210). Iach he knows through the
intensity of his "feeling",.

Brian feels the "bitter-sweet sensation" (WiW, 176)

rising at other very different moments: The painful memory
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f his raindrop (¥8W, 110-112), the disgust at Artie's
mutilation of the gopher (Wi, 128), the sight of the two- -
headed calf (Wi, 176-177), aund the intense hunger which
grips him after he runs away from Ab (W34, 237). Brian's
gsensitivity enables him, furthermore, to glinmpse the
distinctions between the subtle variations which his
feeling undergoes. The change in Brian is, indeed, not a
specific development to be confined fo one situation, but
rather the progression of his whole being towards a concept
of individuality. He senses, in his own terms, "an
experience of apartness" (WSd, 237), and "that ringing
awareness of himself" (WSW, 270). Brian is growing up, and
his "feeling" is the pain of that growth and rebirth into
adulthood.

Brian's struggles to comprehend his feeling are but

the beginning of his attempts to survive in the wildernesses
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of nature and man in which, as a human -being, he must learn
to live; the childhood struggles only initiate him into the
adult struggles. He feels the dread which accompanies the
sense of death's inevitability, the futility of trying to
carve warmth out of the impersonal human situation, but he
endures the pain and vows to continue his quest for
understanding:
His feeling had something to do with

dying; it had something to do with being

born. Loving something and being hungry

were with it too . . . There was the prairie;

there was a meadow lark, a baby pigeon, and

a calf with two heads. In some haunting way

the Ben was part of it. So was Mr. Digby . . .

Some day. The thing could not hide from him

forever. (WdW, 299) <

Hig determination to seek "the thing" testifies to

the value of his childhood experiences. Aware of life's
potential cruelty and injustices, and the equal possibility
for goodness and love~-sometimes in the same person--Brian
will learn to engage in the adult struggle for meaning.
Primitive, animalistic forces, led by the Young Ben and
Saint Sammy, have tempted him to follow their chaotic
methods, but he seems to sense the incongruity of such a
response within the human community. ILike Digby and Miss
Thompson, city-dwellers who possess the '"prairie"
consciousness of honesty and brave, decisive action, Brian
will fight against the Mrs. Abercrombies and the Bent Candys
in an effort to establish more firmly among men the warnth

21

and vitality which he had sometimes felt as a child. He



will become more and more'sensitivé to life and death,
Watson's double hook, aware that heiis caught in the
constant interplay of greater forces of time and weather,
but insistent in his desire to make a meaningful life in

spite of his human susceptibility.

11T

The novels of the third section, Over Prairie

Trails, White Narcissus, and the third part of Where Nests

the Water Hen, emphasize without reservation the love and

community feeling which can operate and develop during an
individual's incessant struggle with the forces of nature
and man. The vitality and optimism which are released
during the series of journeys by Grove, after the quest by
Richard Milne to his home, and through the trip north by
Pather Joseph-Marie initiate a creative power among men
which relies not upon death for its motivating force, hut
solely upon the unitive and reparative powers of love
exuded by the protagonist.

Grove's Over Prairie Trails is not only the simple

diary of a naturalist's travels, but also the record of a
sensitive artist'!'s struggles against the elements. The
determination with which Grove confronts the wilderness,
and hig exhilaration in that confrontation expresses
effectively, furthermore, the paradox inherent in the

vision of the northern novel: the wilderness is both a
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scene of pain and perilous struggle, and a place of
revelation, vitality, rebirth and artistic inspiratione.
Grove elucidates the intensity of such contrastive feelings

in Over Prairie Trails, and creates, in this way, a verbal

expression of the northern mood which the Group of Seven
often captured in their pictorial art.22
In spite of his love for nature, Grove is always
acubtely conscious of the random chance and danger of northern
life. He echoes Kolm, Len Sterner's step-father, when he
says near the beginning of his first journey: "The
wilderness uses human material up".25 His most dangerous
trip, significantly, is the winter journey described in the

fourth chapter of Qver Prairie Trails, where the physical

and psychological threats by the environment are peculiarly
intense; Grove's hardships pointedly emphasize that "the

l
24 The

true and only season here{in Canadajis winter".
north impresses Grove repeatedly during this trip with its
impersonal coldness:’

Altogether there was an impression of

barren, wild, bitter-cold windiness aboutb

the aspect that did not fail to awe ny

mind; it looked inhospitable, merciless,

and cruelly playful. (OPT, 66)
Grove observes often the objective reality of the wilderness,
noting at different times the struggles for survival with
which the elements test man (OPT, 59; 63).

The physical struggle is but one of the awesome

confrontations with the north in which men engages. The
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conflicts and fears which arise within man as a result of
nature's direct threats, or solely through nature's

existence, often drive man deeper inbto a loneliness which
makes both spiritual and physical death inevitable. The
loneliness induced by the northern environment in Len Sterner,
Pierre Cadorai and Neil Fraser makes death the only
meaningful and creative act in their lives of which they are
conscious.

Grove faces awesome obstacles on his Jjourneys, and
he, too, experiences momentary dread in the face of nature's
power. Grove feels helpless, at the mercy of the
impersonal gspirit which seems to inhabit the surrounding
wilderness (QFT, 73-74). He senses that he is an "intruder"
(CPT, 74), trespassing in the realm of the northern spiritb,
and suffering a fearful vertigo because of his involvement
in a struggle beyond the capacities of his humanity:

It looked so harsh, so millennial~o0ld, so

antediluvian and pre-ddamic! I still

remember with particular distinctness, the

slight dizziness that overcame me, the

sinking feeling in my heart, the awe, and

the foreboding that I had challenged a

force in Nature which might defy all

tireless effort and the most fearless

heart. (OPT, 72)
Grove endures the dangers in the brave manner of the
typical northern hero who is unsure of his own strength,
but nevertheless courageous in the face of overwhelming
odds.

The fog which encompasses'him in the Jjourney of the
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second chapter subtlely inspires é fear in Grove which
seems more terrifying than the openiy dangerous encounters
with the gigantic snowdrifts. Grove experiences more
intensely the threats of non-being as he slowly makes his
way through the fog. Iife becomes "a series of negatives"
(OET, 27), and "the misty impenetrability of the atmosphere
was appalling" (OPT, 26). Grove becomes seriously
disorientated in the dense fog, losing touch with the
subjective reality of his mind (OPT, 40) as well as with
the obJjective reality of his surroundings. Such total
control which the north may-exert at random times over
man's existence indicates the fundamental quality of the
struggles which occur in the wilderness: "Nature strips
down our pretences with a relentless finger, and we stand,
bare of disguises, as helpless failures" (OPT, 118). Grove

comunents upon the human condition in this way in Chapter

Six of Over Prairie Trails, but the observation is accurate
for the‘northern experience as a whole. The north dwarfs
man physically with the awesome power of its elements, and
threatens him further through the despair which man feels
in the shadow of such large, impersonal forces.

Grove is not a firm enemy of nature, however, and
he endures her moments of cruelty so . that he may relish her
innocent vitality and peace. Grove, like Lawren Harris, is
an artist whose spirit lies irrevocably in the redemptive

north:



From his particular love, and in the
process of creating from it, [the artist
is led inevitably to universal qualities
and toward a universal vision and
understanding. These are the fruits of a
natural growth having its roots deep in the
soil of the land, its life in the _
pervading and replenishing spirit of the
North, and its geart~beat one-with the life
of i1ts people.2

The struggles with the northern environment are frequent in

Over Prairie Trails, but Grove's lome; the goal of six of

his gseven Jjourneys and the centre of his life with its love,
warmth and security, also significantly lies to the north.
North specifically connotes happiness for Grove, another
typical response of the northern novelist to his
environment.

Grove divides the north from the south very
explicitly, furthermore, with a wooden bridge which he must
crosg Jjust north of the town in which he teaches. North of
that bridge he lives in a world of natural beauty, and in
expectation of the reunion with his family. South of that
bridge lies the town toward which he travels only in
Chapter Five, the place which offers no comforting welcome
for him:

The livery stable was deserted. I had

to open the doors, to drive in, to
unhitch, to unharness, and to feed the
horses myself. And then I went home to
my cold and lonesome house.

It was a cheerless night. (CPT, 115)

The significant loneliness and dejection of the one journey

-
L, 26 . . . L -
outh to the city is common to Grove's other novels, too,

0
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where the south is associated witﬁ the degenerate, divisive
¢ity, and The north with love, the hoble struggle with
nature, and spiritual redemption.

Grove specifies his division between the city and
the wilderness, in fact, in his Author's Preface to Over

Prairie Trails: "I love Nabture more than Man . « o I

disliked the town, the town disliked me”.‘?’7 Grove's

scattered observations in Over Prairie Trails emphasize his

aversion to the urban environment, and Tthe city's
deleterious effects upon the paradisical north of his vision.
Man cannot dwell in harmony with nature, apparently, without
scarring part of the environmeﬂt.' Such "sins of utility"
(0BT, 53) taint the beauty and the reparative power of the
north, and only an exertion of nature's own strength, in

the snows of winter, can redeem man's "gilly pretensiong"
(OPT, 56). The vision of the north as a place of redemption
and rebirth is, perhaps, captured no more concisely than in
the natural process through which the snow beautifies the
scarred land,.

Grove's sensitivities rest with nature, clearly, as
he himself admits, but the central principle of his being,
notably, is a committment to selflessness: "Unless we throw
ourselves into something outside of our own personality,
life is apt to impress us as a great mockery" (OPT, 118).
Grove affirms the community with his sympathies, and

b P T T . N T A 2o
releases a unitive power through such belief which eases hi

w
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incessant struggle with the human condition. He finds
comfort during his journeys, for example, in his simple
awareness of the vitality of the environment. He enjoys
the flights of the birds over the prairie (OPT, 6), and feels
kinship with a wolf that 1ingers near the trail (OPT, 7-8).
Such creatures are the inhabitants of Grove's
"beautiful wilderness" (OPT, 6), the north which inspires
in him a deep affection for its peace and innocence. The
"animals assure him "of the absolute friendliness of all-
creation" (COPT, 1%), and more often than not, Grove responds
to the landscape with love and sensitive appreciation of
its beauty (OPT, 48-49; 52-~53%). He makes the siguificant
that %he Kingdom of Heaven lies all around us”
(CPT, 99), and the image 1s important because it points to
the almogt mystical quality thch invests some of his
obsérvations of nature. The huge snowdrifts of the Jjourney
of Chapter Four raise his fear to a peak of emotional,
"otherworldly" intensity, but a moment of surpassing
feeling in another ride expresses more effectively the
extent of Grove's involvement with nature:
The very fact of its straightness, flanked
as it was by the rows of frosted trees,
seemed like a call. And a feeling that is
very familiar to me~-that of an eternity
in the perpetuation of whatever may be the
state I happen to be in, came over me, and
a desire to go on and on, for ever, and to
see what might be beyond. (CPT, 54)

The desire to continue, in spite of the obstacles

encountered, understandably drives Grove as it ultimately
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does his protagonists in Settlers of the Marsh and Fruits

of the Earth.

Grove's struggles against the elements and the fear
encompassing him in the prairie darkness do not exclude
humanity like the conflicts of Piérre Cadorai and Len
Sterner; Grove relies significantly upon the love which he
feels for his waiting family. He admits his own
exhilaration at open confrontation with nature (922, 58),
but the essential, motivéting force for his endurance and
persistence in his journeys is emphatically the warmth of
hig family and home (OPT, 31-32; 62; 72). Perhaps in no
other northern novel discussed in this thesis are the
unitive and reparative powers of the north for man better
expressed than in the comfort and love which Grove finds atb
the completion of each of his six struggling Jjourneys
northward.

Raymond Knister's Richard Milne also finds love at
the end of his northern quest, but Milne's individual
struggles with the sterility and inactivity which brood
over the environment seem more complex than Grove's seven
Jjourneyse. Kniste:'s protagonist is confronted with a

decay of the ﬁuman spirit, a disease which emanates
| diabolically from one fémily to infect the surrounding
landscape and 1its inhabitants. Richard encourages the
decisive action which will shatter the silence which has

made the land infertile. His incessant prodding of Ada
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seems to inject, indeed, the vitality which is needed to
liberate the Lethens from their prison. Both-nature and
man ultimately achieve freedém°

Richard Milne initially finds the landscape barren
and oppressive, a "place of eroded dreams"28 where vitality
and fertility are suspended. The land is cold and silent,
caught in an unnatural stasis (Ul, %5). Hature is not
alive and physically threatening, as it often is for Grove

in Over Prairie Trails, but rather "barrenly flourishing vo

the darkening oblivious forests"-(ﬂﬁ, 4%), awesome in its

- massive impersonal presence. Richard is immediately
impressed by the mood of confinement which hovers over his
former home, and his own intended action stamps him as "an
alien" (¥N, 11) to such pervasive apathy. He is alone,
clearly, in his quest for love and self-justification in
the wilderness.

The focus of the illness whlch plagues the region
is the Lethen family, and the "generatlon long quarrel"
(JN 45) which has placed both husband and wife in a
prolonged, divisive silence. The intense negativity of
such & marriage seems to spread over the countryside,
instilling the sterility to which Richard is sensitive:

Tt was what the man had told of the

Lethens which bothered him . . . Richard
could not help wondering whether all the
neighbours were so desply concerned,
whether an atmosphere had not been caused

to rise about these people which would
for ever forbid his imposing reality or



148

recognition upon them. In what reality
did they believe? (WHN, 91; 92) :

The T.ethen farm house itself reflects the destructive power
of the mood emanating from within it through its physical
decay, discolovuration and erosion (UN, 109).

The Lethens themselves suffer incessant torment,
understandably, because they inhabit--they, in fact, are--

the darkest core of the wilderness in White Warcissus.

Ada, the daughter whom Richard lilne seeks to liberate, is
rauizht within the silence of her parents, "an image of
sleet frogen upon maple buds" (WN, 48). The quarrel of her
parents chains her spiritually even more than the neighbours,
and she 1g, indeed, essentially dead; she denies her
creative potentiel in music (¥, 100) and love (WN, 122)
because such hopefulness is non-existent in the Lethens'
confined world, The land is "a prison cell" (WN, 180),
nired in its own barrenness and divided from the outside
world by barriers of indifference and coldness.

Mrs. Lethen's white narcissus, oppressive and
funereal in its heavy scent, exemplifies the destructive
force which the long quarrel has unleashed. Devoted to her
flowers, which become almost perverse in the powér which
they hold over her, Mrs. Lethen often becomes entranced
before them (WN, 515 53). The blossoms become her "lovers"
in a self-satisfying relationship to which no loving human
being would agree (WN, 116). Grove, at least, loved his

family with a tenderness equal to his affection for nature,
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but Mrs. Lethen uses her flowers selfishly to dispel her
loneliness. The white narcissus grips Mrs. Lethen's
awareness, drawing her deeper into her own illusions and
farther away from the liberating love of her husband and
the community. Such is the internal, self-destruction
vhich holds the whole land, denying freedom to the
inhabitants and compelling them to deteriorate slowly in
their inactivity. |

Richard Milne comesg north like a questing knight to
liberate both the land from its oppression and himselfl from
his stifling past. Richard has, admittedly, found material
prosperity in the c¢ity to the south, but he must necessarily
return to the north to free himself from the pain of his
unrequited love for Ada. The Lethens' power has clearly
held part of 2ichard's consciousness even while he lived in
the city (WN, 13), however, and before the north frees him,
his actual presence in the.wilderness further stifles his
creative impulses. He falls deeper into the monotonous
pattern which seens %o imprison'the whole land: "a part
taken in the farmer's routine put him back into that state
of wilfully resigned hopeless longing of his early years"
(4, 1%4).

Knister hints that his protagonist's struggle
involves an opponcnt of awesome, inhuman, impersonal power,
but that the cyclical rhythm reflecting such overwhelming

pover admits rebirth «s well as. death:



In winter, spring, autumn, it's good. to

come and see that there is growth, change,

and death, nothing of which is bitter or

gay, simply because it does return again.

It does return again. (WN, 94)
The hope in the cycle, however much man is subservient to
its irrevocable movement, is the optimism of the man very
aware of the human condition, but still committed to the
struggle for the smallest semblance of warmth, vitality
and meaninge.

The stoic endurance through which Ada Lethen has

survived the wilderness of her family is an inactive,

albveit brave stance to have adopted. She may, indeed,

survive the silent, uneasy tension of her existence there,

b

b

but such en unfeeling posture also detaches her from deeply

=

human interactions which can completely liberate her:

Her lips showed nothing of submission or

revolt, nothing of Jjoy or despair, in

repose nothing but a sweet calm and an

understanding sympathy not to be

betrayed into sentimental sorrow, a

calm sweetness never to be betrayed into

hasty greed of sensation. (WN, 205-206)
The divisive force which has held Ada for a generation
makes her insensible to Richard PMilne's urgent demands for
action (EE,‘156; 224). Like Ostenso's Ellen Gare, who
refuses to choose the path of her lover Malcolm, Ada
initially balks at Richard's calls for decision, and seens
doomed to emotional imprisonment within her own family.

Richard is insistent in his quest to bring vitality

back into their lives, and he brings her several times into
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the protection and warmth of love's tenderness (N, 46-47;
119-120; 225). Such is Richard's redemptive function in

White Narcissus, to encourage life in a wildermness subtlely

ravaged by a death of the human spirit. He sees himself asg
a unitive iforce who can assist the Lethens with their
internal problems (WM, 101~102; 105-106; 183), and even
drive them towards a comprowmise for the sake of Ada and
himself: "He pictured himself standing belween the ageing
man and woman, impelling them to speak, to know each other"
(¥R, 178-179). Richard seems an insignificant opponent to
the impersonality and division of the wilderness and the

society tainted by the Lethens, but the incessance of his

gstruggle for Ada initiates the action which begins the land's

rebirth. idrawing Ada into an open expression of love in
their sexual union (UM, 23%~234), Richard shows her the
clafity and warmth of feeling in the "outside world" from
which he comes. The unity of their embrace creatés the

first moment of pure optimism in White Narcissus and

foreshadows their final Joyous liberation.

Ada's ecstatic tears are the human equivalent of
the heavy rains which seem to purge the land of its barren-
dryness, and permit the rebirth of nature in bright, clean
vitality:

Bright sunlight entered the dim kitchen.

2 ® e =3 L] o & L2
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In high spirits . « . he trudged to the
field . « « le was breuathing the freshness
of the morning air, bthe new warmth alter
the heavy raions . . « e lilted his head to
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the sky, blue with thronging white .
clouds. (WN, 235; 236) ‘

Ada has been given hope and naturé has experienced rebirth,
but the Lethens themselves, the husband and the wife, are
still divided. Ada cannot be totally free until their dark
wilderness achieves some light.

As Ada hints earlier in the novel (¥WN, 94), creation
and life evolves from death in the cyclical rhythm which
encompasses man. JIndeed, lr. Lethen's mad destruction of
the narcissi shocks both him and lrs. Lethen into
communication. Both Ada and Mrs. Lethen, once so entrapped
by the flowers' influence, seem to assume briefly the
funereal coldness and stiff whiteness of the narcissi (W,
2523 25%) at the moment of PMr. Lethen's decisivevaction; the
flowers seem to exert their greatest power at the imminence
of their obliteration. Each woman recovers from the brink
of death, however, and purged of the plague which has
gripped them for a generabtion, turns. to her mate for love.
The light in Ada's eyes emphasizes the life which has
suddenly'arisen in the dark night of the Lethens' wilderness.

Richard FMilne succeeds in his quest for love by
bringing a spirit of warmth and vitality into the north.
Fearful of the Lethens' stifliing power over the community
and aware of the almost Sympathetio barrenness of the
landscape, Richard must struggle continually to win Ada.

He reveals to her the potential freedom in love, but only

when her father calches Fichard's mood of decision and
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smashes the symbolic flowers does the family's freedom
become complete. North, typically, is the place of rebirth.
The decisive action and unification in selfless love
which redeem the Lethens and Richard Milne in White
Narcissus ére, significantly, the redemptive qualities
which make the vision of the northern novel in Canada vital
and hopeful. The last work under discussion in this thesis,

the third part of Gabrielle Roy's Where Nests the Water Hen,

elucidates the gignificance of an individual's love for
humanity in the story of Father Joseph-Marie; a Capuchin
friar of northern Nénitoba, the diminutive priest works
with unceasing energy against man's human condition.

Father Joseph=Marie Jjourneys into the wilderness of

[0}

Manitoba's lake district, a sparsely populated region which
threatens its inhabitants with coldness and loneliness.
The priest's encounters with the environment are less
important to him, however, than are his conflicts with the
wilderness of the human soul. He is a sinple, devout man,
but like Roy's cashier, Alexandre Chenevert, he is puzzled
by the many paradoxes of God's Creation. HWorthern life
instills in the pries®t the importance of survival, but the
demands of the worldly life often conflict with the duties
to his spirit and his God. He is caught, in a sense,
between his priesthood and his humanity:
An ardent love for the Jjoys of this
world, regret at thinking that he w?uld

surely have to leave it while he y=2%
hungered for them, at the same tine a
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desire for the absolube, to find

himself at last face to face with Godw=-

all these emotions the highly sensuous

song of the nulberry bush strangely

stimulated in +the priest's heart.2?
In a land where expressions of warmth and affection are the
only nourishment upon which the human spirit may feed,
Father Joseph-larie must humanize the esoteric dogma of his
church in order to comfort the real pain and sorrow of his
northern parishioners. He urges not only divine trust, but
also personal expressions of warm human love.

Father Joseph-Marie comes north, like Richard Milne,
on a mission of love. The northern environment necessitates
such an assertive response to ensure survival, and the
practical purpose of the priest's Journey is equalled by
his own simple joy at spreading love among men. His duty
to humanity also leads him south to the city for the
haifbreed trappers whon Bessette constantly cheats. For
Roy's Capuchin the cilty represents a paradoxical force
which ultimately seems to turn on him. He conscientiously
travels to Toronto, the big city in the distant south-east,
to obtain fair prices for the fur-trappers of northern
Manitoba. They, indeed, achieve payments beyond tﬁeir
wildest dreams, but they squander their profits on
extravagant luxuries:

"Here's cnoush cash for them to drink

themselves stupid," Bessette was
whispering. "They'll head for town and
squander it on all kinds of foolishness."

The Capuchirn bow:d his head. He felt
much more to blame taon Dessette could
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ever imagine. Bad to say, it was all too
true that in proportion as the trappers'
incomes increased, they went in more
heavily for drink, extravagant clothing
for their wives, and the movies at
Rorketon. He had thought to labour for their
good, and he had perhaps succeeded only
in drawing them away from it. (WL, 1%1-132)
As much as he has apparently succeeded economically, so the
priest feels that he has failed spiritually: where he has
assisted man, he has apparently failed God. The futility
of his actions momentarily saddens the Capuchin, butb
typical of the northern hero, he is shown to be renewed in
the selflegs devotion to others.
In his visit to the community of the Little Water
Hen, Roy's Capuchin radiates a feeling for humanity which
seems boundless. His multilingual sermon on the love in
God's Creation unites the community through both linguistics
and common feeling. The people sece their place in the

Creation:

Yet since there were so many subjeclts which
drew people together, why not choose one of
them? This aged man preached of love,
which he would preach from one end of the
lake country to the other, and all things
served to make it fresh, to keep it living.
Motherly devotion, as manifest in the tender
care of animals for their young, family
relationships, nature, the forest, the
trees, the flowers, and the beeg—-all were
put to use. (WNWH, 149)

The Capuchin seeks to "draw people together" in order to'
create a warmth within the wintry solitude of the north.
Roy's final picture of the priest emphasizes his spark of

love which is necessary to maintain a mezningful and vital
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existence in the frigid north:
Above his 0ld head shone billions of
bright stars; in the grass fireflies
emitted their brief sparks of light . . .
The Capuchin crossed his heavy boots,
with their eyelets and tiny hooks. He
drew his pipe out of his pocket. He 1lit
it, less because he wanted to smoke than
to give the mosquitoes a bit more
opposition. Deep within the bluish haze,
his eyes sparkled.
To bim also the old civilization secemed
faraway, lovable, gracious.
The farther he had gone into the North,
the more he had been free to love. (WNJH, 159-160)
Roy significantly defines survival in the north in the last
lines of her novel. The land is, admittedly, cold and
lonely in its natural wilderness.. The north is habitable,
however, through the freedom which it affords to establish
pockets of warm, communal life. The Capuchin, in his
desire to give love and happiness to the settlers of the
north, triumphs over the loneliness of the land and the
spiritual coldness often induced by the environment.
Father Joseph-Marie's infusion of vitality, however small
it may seem, confronts and momentarily arrests the powers

of the wilderness.

Where Nests the Water Hen is a significant novel

with which to end this thesis because in the subtlely
joined tales of the Tousignants and Father Joseph-lMarie
Gabrielle Roy unites the domestic and the individual

responses to the north, and emphasizes, too, the validity
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of each. She initially illustrates the psychological as
Qell as the physical threats of the wilderness, both of
which must confront any northern travellexr or settler.
Laying the foundations of her novel with such awesome
wildernesses~-as she must do in order for her novel to be
"northern" in Canade--Roy's essential consideration becomes
the selfless struggles in which hgr characters must engage
in order to survive. |

Involvement in the struggle alone is not sufficient
for individual survival, clearly, as the fates of Len
Sterner and Pierre Cadorai exemplify. The sense of
community apparently necessary for vital existence in the
north is elucidated in the majority of novels under
discussion in this thesis, the domestic novels of Chapter
Two and the last six novels of Chapter Three. It is such an
affirmation of inéessant, selfless struggle, against the
elements particularly, and against the injustices of the
human condition in general, which ultimately signifies the

value of the northern novel.
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from Canadian Literature, ed. George woodcock (Toronto:
Cxford Univ. Press, 1966), pp. 18-19.

?Frederick P. Grove, The Yoke of Life (Toronto:
Kacmillan, 1930), pp. 55=50C. :

4Martha Ustenso's Mark Jordan elucidates such a northern

influence (WG, 78).

5For particularly impressive aescriptions of such a
phenomenon, see Earle Birney, "Bushed", in 20th Century
Poetry and Toetics, ed. Gary Geddes (Toronto: Oxford Univ.
Press, 1999), pp. 188-189Y, and also Margaret Atwood,
Surfacing (Toronto: McClelland and Stewart, 1972).

6Grove, Yoke of Life, p. 56: "'HMiscarriages outnunmber
the normal births.'™

7Gabrielle Roy, The Cashier, trans. Harry Binsse
(Toronto: McClelland and stewart, 1970), p. 152.

8Spettigue, frederick Fhilip Grove, p. 107.

9Gabrielle Roy, The Hidden Mountain, trans. Harry
Binsse (Toronto: McCIlelland and Stewart, 1902), p. 1%.

10Jack Warwick, The Long Journey: Literary Themes of
French Canada (Toronto: Univ. of Toronto rress, 1568),
Pe Y2

11, . - - -
" Warwick, Long Journey, p. 95.
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Grosskurth, Gabrielle Roy, p. 30.

19Grosskurth, Gabrielle Roy, p. 30.

l
1+Grosskurth, Gabrielle Roy, p. 33%.

45Hugo McFherson, "The Garden and the Cage', Canadian
Literature, I (1959), p. 55.

L

o . -
Jarwick, Long Journey, p. Vb,

17

Zdward McCourt, lMusic at.the Close (Toromnto: McClelland
and Stewart, 1966), p. 5.

IBJB O. Mitchell, ¥Who Has Seen the Jind (Toronto:

Macmillan, 1971), pe %.

Cited from Micchell's inbtroduction to Who Has Heen the

20 - s . . - . ;
“Y¢ited from Mitchell's introduction to i/ho Has Seen the
Jind.

>
“qRonald Sutherland, Second Image (Toronto: New Press,
1971), p. 99. '

22J. E. H. MacDonald is cited by A. Y. Jackson, A Painter's
Country (foronto: Clarke, Irwin, 1959), p. 25, as saying
that Jeckson's Terre 3auvage "looked like the first land
that appeared after the flood subsided". A more expressive
visgion of devastation and purified rebirth cannot, indeed,
be imagined, yet such an image captures the north in
Canada. ,

25Frederick P. Grove, Over Frairie Trails (Toronto:
icClelland and Stewart, 1Y/0), p. 1.

) .
“4Atwood, Survival, p. 49.

27Harris, Lawren Harris, p. 39.

;‘\.—.- . + . - ~ * v
g‘it is nct important to know in whicnh citvy Grove
taught. "City" for Grove is, particulsrly, a term connoting

certain attitudes ana a distinctive lile~style.
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28Raymond Enister, White Narcissus (Toronto: Macmillan,
1929), pa. 44,
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Gabrielle Roy, Where Nests the iWater Hem, p. 120.
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